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ABSTRACT
The 1960’s were very turbulent times in American society. The Vietnam War 
created battle lines on the home-front between the young and the old, and patriots and the 
counter culture. During these years, protest songs were evidence of the discontent o f 
American youth. This thesis explored the message content and message structure of 
popular Vietnam War related protest songs from 1963 - 1970. A sample o f sixteen songs 
were studied through lyrical analysis, structure and style evaluation and an examination of 
their musical elements.
Lyrical analysis revealed that all the sample songs introduced listeners to perceived 
problems in the status quo. A wide range of societal issues were presented as problems 
such as cultural conformity, the generation gap, draft resistance, and the morality of war. 
Problems were presented in an expressive, simplistic manner that did not provide listeners 
with solutions. Folk and country western style songs focused on a limited number of 
societal concerns. Rock song lyrics were more complex and referred to numerous social 
issues. Fifteen of the sixteen sample songs were classified as first stage protest songs that 
promote ideology. One song, ‘The Times They Are A-Changin’ was classified as a 
second stage protest song, used to recruit individuals to a cause.
Song message structures and styles blended with the popular music styles of the 
era The sample included folk, rock and country western style songs. The songs had high 
ascriptive values associated with their use of major chords, traditional instrumentation and 
intrinsic and extrinsic redundancy devices. An examination of the melodic and rhythmic
elements revealed a correlation between basic syntactic structure and folk songs and 
embellished syntactic structure and rock music.
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IChapter One - Introduction
At first there was only the sounds o f the crowd Then the music began. It had a
rollicking, syncopated ragtime rhythm, in a familiar style. The crowd swayed to the beat,
as they listened to the singer and his band. The song was a simple tune that came to life 
with these vibrant lyrics:
First verse:
Come all of you big, strong men 
Uncle Sam needs your help again.
He’s got himself in a terrible jam,
‘way down yonder in Viet Nam,
So put down your books ‘n’ pick up a gun,
We’re gonna have a whole lot of fun
Chorus:
And it’s one, two, three, what are we fightin’ for,
Don’t ask me, — I don’t give a damn, 
next stop is Viet Nam;
And it’s five, six, seven, open up the pearly gates 
Well, there ain’t no time to wonder why,
Whoopee! We’re all gonna die.
As the band, Country Joe MacDonald and the Fish, played on the listeners are 
struck by the irony of jubilant music accompanied by savage satirical lyrics. Each verse of 
this song, entitled T-Feel-Like-I’m-Fixin’-To-Die-Rag’, attacked an aspect o f American 
Foreign policy. The lyrics ridicule machismo, militarism, war profiteering, and anti- 
Communist paranoia. The last verse presented an advertisers image of the war:1 
Fourth verse:
Come on Mothers throughout the land, 
pack your boys off to Viet Nam
' John Storey, “Bringing It All Back Home: American Popular Song and the War in Vietnam”, The 
Vietnam Era, ed. Michael Klien (London: Pluto. 1990) 83.
2Come on Fathers, don’t hesitate,
Send you sons offbefore it’s too late.
Be the first ones on your block 
to have your boy come home in a box.2
This song was released in 1967 and soon became the anti-war demonstrator’s 
unofficial marching song It was performed at the Woodstock Music Festival in August 
1969, for a “stoned, dancing, muddy mass of humanity”.3 The audience listened to a wide 
variety o f music that ranged from soulful and pleading, to harsh and critical of the status 
quo These protest songs spoke for a generation o f ‘rock-tongued’ youth facing the 
turmoil and horrors of a war they felt was unnecessary. The lyrical messages and the 
music o f these protest songs are the focus of this investigation.4
American popular music’s response to the war can be traced to the folk music 
revival (1958-1964). Concentrated in the coffeehouses of Greenwich Village, this venue 
nurtured both traditional and topical folk singers. The traditionalists strove to remai'i true 
to the historical heritage of folk songs, singing old songs exactly as written. The 
topicalists used the folk song style to address current issues such as the Vietnam War.
Prominent singers in the topicalist style were Joan Baez, Bob Dylan, Bufly Sainte- 
Marie, Pete Seeger, Country Joe MacDonald, Phil Ochs, Malvina Reynolds, Tom Paxton,
2 Leo Alfassy ed., The Life. The Times. The Souas of Country Joe and The Fish. (New York: Ryerson 
Music Publishers. Inc.. 1971 ) 48-50.
3 Anthony M. Casale and Philip Lerman, Where Have All The Flowers Gone? The Fall and Rise of the 
Woodstock Generation (Kansas City. MO: Andrews and McMeel Universal Press Syndicated Company. 
1989) ix.
4 Michael Hecht, “Rock-Tongue , Laneuaee-Concepts and Processes. Ed. Joseph A  DeVito Englewood 
Cliffs. NJ: Prentice Hall Inc., 1973.; H. Ben Auslander, “If ya Wanna End War and Stuff, You C ,ta 
Sing Loud -  A Survey of Vietnam Related Protest Music”. Journal of American Culture. 4.2 (1981) 108- 
113.
3Peter Yarrow, Paul Stokey and Mary Travers. These singers took a stand for racial
brotherhood and international peace. As American involvement in the Vietnam War
intensified, the chant ‘Stop Oppressing Our Black Brothers’ changed to ‘Stop Oppressing
Our Yellow Brothers’, the bumper sticker ‘Ban the Bomb’ changed to ‘Stop the War in
which we’ll probably use the bomb’.5
Many of the early songs o f these artists did not contain direct references to the
war, they were regarded as indirect statements on the war. In 1962 Bob Dylan had his
first major hit, ‘Blowin’ in the Wind’. This song had a melancholy, plaintive tone and a
persuasive message relating to war, evident in the second verse:
How many times must a man look up 
Before he can see the sky?
Yes,’n how many ears must one man have 
before he can hear people cry?
How many deaths will it take ‘till he knows 
that too many people have died?
The answer, my friend 
is blow-in’ in the wind 
The answer is blow-in’ in the wind 6
The message in this song was so powerful that it was recorded the next year by Peter,
Paul and Mary and in 1966 by Stevie Wonder.
In April, 1964 Phil Ochs recorded ‘Talk’in Vietnam’, the first song with a direct 
reference to the American presence in Vietnam. This was four months before the Gulf of 
Tonkin incident, when the North Vietnamese allegedly attacked two U.S. destroyers. This 
incident precipitated congressional action giving President Johnson the powers to “take all
5 Auslander 108: Storey 82-83.
6 Bob Dylan, Bob Dylan (Secaucus. NJ: Warner Bros. Inc., 1974) 174-175.
4necessary measures to repel any armed attack against the force o f the United States and to 
prevent further aggression”.7 This was the first major escalation of the American presence 
in Vietnam Ochs’ song proved to be prophetic in its vision of the war to come:
First verse:
Sailing over to Vietnam 
South-East Asian Birmingham 
Well, training’s the word we use 
Nice word to have in case we lose 
Training a million Vietnamese 
To fight for the wrong government 
And the American Way.
Fourth verse:
Friends, the very next day we trained some more 
We burned some villages down to the floor 
Yes, we burred out the jungle far and wide 
Made sure those red apes had nowhere to hide 
Put all the people in relocation camps 
Under lock and key, made damn sure they’re free 8
Phil Ochs released two more songs in 1965 which were directly critical of 
American military - ‘The Draft Dodger Rag’ and ‘I Ain’t Marchin’ Anymore’. The first 
song celebrated an individuals right to resist the draft. The second song addressed the 
futility o f wars and lambastes the trade unions for their role in supporting the military 
industrial complex.9 
Second verse:
Well I marched to the battle o f the German trench, 
in a War that was bound to end ail war.
1 Ron Chepesiuk, Sixties Radicals. Then and Now (Jerrerson, NC: McFarland and Company 
Inc.,Publishers, 1995) 307
8 Phil Ochs, www.cs.pdx.edu/trent, Internet, 71 Apr. 1997.
9 Christine Scodari. “Johnny Got His Gun: Wartime Songs of Pacifism. Patriotism and Life Style in 20th 
Century American Culture," Popular Music and Society, 18 (1994)13.
5Well I must o f killed a million men, 
and now they want me back again 
But I ain’t marchin’ anymore
Chorus:
It’s always the old that lead us to the war,
It’s always the young who fall.
Now look at all we’ve . m  with the saber and the gun.
Tell me is it worth it all?
Third verse:
Now the labor leader’s screamin’ when they close the missile plants,
United Fruit screams at the Cuban shore,
Call it “Peace” or call it “Treason”,
Call it “Love” or call it ‘"Reason”,
But I ain’t marchin’ anymore.10
Also in 1965, Barry McGuire, a former member of the New Christy Minstrels,
released an extremely pessimistic song, ‘Eve of Destruction’. This song received national
attention as it climbed to the number one spot on Billboard charts and crystallized the
feelings of many young Americans in its first stanza:
The Eastern world it is explodin’
Violence flarin’, bullets loadin’
You’re old enough to kill, but not for votin’
You don’t believe in war,
but what’s that gun you’re totin’?11
The English folk singer Donovan released ‘The War Drags On’ in 1965. This song 
marked the first time that the American public would have been exposed to musical 
criticism of the war from a non-American artist.
10 Ochs internet. 21 Apr. 1997.
"R. Sloan ed.. Barry McOuire, http://crydee.sai.msu.su/public/lyrics/cs-uwp. internet, 22 May 1997.
6By 1966, the Vietnam War was no longer a peripheral issue for rock music
listeners. “Rising troop commitments along with rising casualty figures and draft quotas
contributed to a growing anti-war sentiment among America’s youth. An increasing
separation grew between America’s youthful 'counterculture’ and the ‘establishment’.
This schismatic tension was forcefully represented in several o f the year’s songs” .12 These
tensions were evident in Phil Ochs recordings of ‘I’m Going To Say It Now’ and ‘Love
Me I’m A Liberal’and the Fugs release ‘Kill For Peace’. Simon and Garfunkel gently
wooed the listening public with ‘Seven O ’clock News/Silent Night’, a haunting blend o f a
traditional Christmas hymn and an evening newscaster calmly reporting the horrors o f war.
Simon and Garfunkel used a similar technique in ‘Scarborough Fair/Canticle’. A beautiful
love song intertwined with a frustrated soldier’s impressions o f war evident in these lyrics:
Then she’ll be a true love o f  mine. A soldier cleans and polishes a gun,
Tell her to reap it with a sickle o f leather Sleeps unaware o f the clarion call,
Parsley, sage, rosemary and thyme; War bellows blazing in scarlet battalions.
And gather it all Generals order their soldiers to kill.
In a bunch of heather, And fight for a cause
Then she’ll be a true love of mine. they’ve long ago forgotten.13
The dominant love song melody, sung simultaneously with the quieter anti-war message, 
created a subtle protest statement.
The year 1967 was a peak year both in terms of the number of protest songs 
released and the expressive content of those songs. A gently poetic ballad by Joan Baez, 
titled ‘Saigon Bride’ told the story o f an American soldier’s farewell to his Vietnamese
i: Auslander 109.
13 Erik Strom ed.. Paul Simon, wwTv.student.tdb.uu.se/~m95ers/paulsimon/links.html, 26 May 1997.
7wife as he leaves to fight in the jungle. Singer/songwriter Arlo Guthrie secured a place for
himself in the anti-war movement with the song ‘The Alice’s Restaurant Massacre’; a
humorous attack on the judicial system, selective service and the military establishment.
Peter, Paul and Mary sang about a draft dodger’s life and death in ‘The Great
Mandala/The Wheel of Life’.
Pete Seeger, a protest singer since the 1940s, was invited to appear on the
Smothers Brothers Comedy Hour television broadcast m the spring o f 1967. He chose to
sing “Waist Deep In The Big Muddy”. The song told the story of a sergeant who blindly
ordered his troops to cross a swollen river When it became evident that the water was
too deep, the sergeant stubbornly forged ahead and ultimately died in the attempted
crossing. The lyrics included references to ‘the big fool’, as in this stanza:
Well, I’m not gonna point any moral;
I’ll leave that for yourself
Maybe you’re still walking and you’re still talking
And you’d like to keep your health.
But every time I read the papers 
That old feeling comes on;
We’re waist deep in the Big Muddy 
And the big fool says to push on.14
CBS executives canceled the performance holding the “position that the song’s reference 
to the ‘big fool’ (i.e. Lyndon Johnson) was disrespectful and should not be broadcast on a
14 Pete Seeger, Where Have All The Flowers Gone: A Singer's Stories. Songs. Seeds. Robberies 
(Bethlehem, PA: Sing Out Corporation, 1993) 150
8prime time show”.15 The broadcast company, threatened with charges of censorship, 
finally allowed the broadcast.
In 1968, though the war in Vietnam was still escalating at an alarming rate, the 
popularity and intensity of protest songs began to wane. The songs that were released 
were weak and subdued and didn’t have the “immediacy and forcefulness of their 
predecessors. Maybe the performers were physically and spiritually exhausted from their 
‘war against the war’ or maybe the sense of resignation expressed in Phil Ochs last anti- 
Vietnam war song, ‘The War Is Over’, was shared by the movement”.16
First verse:
Silent soldiers on a silver screen
Framed in fantasies and dragged in dreams.
Unpaid actors of the mystery,
The mad director knows that freedom will not make you free
And what’s this got to do with me?
Chorus:
I declare the war is over.
It’s over, it’s over.
Fourth verse
So do your duty, boys, and join with pride.
Serve your country in her suicide.
Find the flags so you can wave goodbye
But just before the end, even treason might be worth a try.
This country is too young to die 17
Joni Mitchell released ‘Fiddle and Drum’ in 1969, a song that pleaded with 
‘Johnny’ to stop fighting and find peace in this world. The following year the song ‘Ohio’
15 Auslander. 110.
16 Auslander 110.
1 Ochs, internet. 21 Apr. 1997.
9by Crosby, Stills, Nash, and Young, was released within 24 hours of the shooting deaths
of four Kent State University students at the hands of National guardsmen A final attempt
to rally support for the Vietnam peace movement, ‘Ohio’ protests
Tin soldiers and Nixon cornin’
We’re finally on our own.
This summer 1 hear the drummin’
Four dead in Ohio.
Got to get down to it 
Soldiers are cutting us down 
Should have been done long ago 
What if you knew her 
And found her dead on the ground 
How can you run when you know?18
‘Ohio’ was the last protest song by Crosby, Stills, Nash and Young and also the last
protest song recorded by any of the central figures in the anti-Vietnam peace movement
In later years, when Neil Young sang solo performances, he introduced this song as ‘an
old folk song’.19
Protest music was “not so much a means of self-expression, as a means to 
articulate and mobilize public opinion: It aimed to change the ways of thinking and 
acting” .20 At first these protest songs drew small audiences from periphery groups. As the 
war escalated, so did resistance to the war and the size of the audiences Musicians, 
leading the battle cry with their songs, came to college campuses and found an ideal 
environment to nurture their ideas Campuses housed vast numbers of 17 to 24 year olds,
18 Crosby-. Stills. Nash and Young, www.alpha.nl/csnysongs. internet. 22 May 1997.
,9 Auslander 110; Storey 103.
Storey 84.
10
impressionistic youth with a passion for justice. They were eager to establish themselves 
as free thinkers and anxious to defy any authority ordering them to fight a war they didn’t 
support. These student groups acquired names such as the Student Non-Violent 
Coordinating Committee, flower children, hippies, students for a democratic society, 
heads, yippies, or student radicals and participated in demonstrations, protest rallies, and 
marches. These groups later formed the nucleus of what became known as the 
counterculture with their famous slogan “Make Love Not War” Some even burnt their 
draft cards or fled the country to avoid the military draft. Media coverage of these protest 
activities sowed the seeds o f discontent across the nation .21
Music had always been the focal point for the counterculture, evident in its 
festivals, love-ins, marches, celebrations, demonstrations and dances This is when rock 
music came of age and “evolved into a complex art form that affected the lives o f millions, 
simultaneously reflecting and shaping their political and social attitudes”.22 Music was 
able to communicate their ideas and emotions more effectively than ordinary discourse, 
hence protest songs became strong symbols of the discontent of American youth.23
Popular music is redefined by each generation, so the songs are relevant to their 
interests. The music is molded and manipulated to match the mores of the era, 
consequently protest music found its targeted audience The “experience of song, for it’s 
proper audience, goes beyond spectatorhood. Because song comes to us in a voice,
21 Ron Chepesiuk. Sixties Radicals. Then and Now (Jefferson, North Carolina. McFarland and Company, 
Inc., Publishers, 1995) 1-5.
22 Auslander 108.
23 A. Merriam. The Anthropology of Music (Evanston, Illinois: Northwestern University Press, 1964) 
219.
11
without dramatic context, passing through the consciousness o f the listener, it fosters 
some degree o f identification between the singer and audience” .24
All songs can transmit messages that are both intellectual and sensual Couples, for 
example, often have ‘their song’. Merely hearing this melody, years after it was chosen, 
can evoke strong associations with past experiences. Patriotic anthems and religious 
hymns also have emotional powers that come from being associated with traditional 
concepts or a way of life Similarly, protest music stresses the intellectual aspect o f a song 
by trying to convince listeners that there is something wrong with the status quo.
Purveyors o f protest music created songs that were accepted as a component of 
mainstream popular music, not an easy task. There was an audience for songs such as 
‘Eve of Destruction’ at a time when the song at the top o f the charts was ‘Purple People 
Eater’ by Alvin and the Chipmunks. By the mid 1960’s young Americans made their 
choices clear by purchasing records, attending concerts and requesting that their favorite 
radio stations play protest songs.25
American involvement in the Vietnam War also inspired songwriters from other 
music styles. In response to the counterculture protest music, several songs were released 
that claimed to be representative of the silent majority of American citizens. These were 
mostly country western songs such as:
‘Okie from Muskogee’ (Merle Haggard), ‘Hello Vietnam’ (Johnny Wright),
‘Ballad of the Green Berets’ (Staff Sergeant Barry Sadler), ‘Home’ (Gary Puckett
:4Mark W. Booth, ' The Art of Words in Songs,” Quarterly Journal of Speech 62 (1976): 246.
25 R. Serge Denisoff. Sing A Song Of Social Significance (Bowling Green. Ohio: Bowling Green State 
Univerisity Popular Press. 1983)ix.
12
and the Union Gap), ‘Dawn of Correction’ (The Spokesmen), and ‘An Open 
Letter to my Teenage Son’ (Victor Lundberg)
The Vietnam War was also reflected in blues music, often bemoaning the 
disproportionate number of black recruits and casualties. An example of this music was 
Lightening Hopkins ‘Vietnam Blues” released in 1968
Another category of songs, inextricably connected with the war, were the songs 
that the soldiers listened to on Vietnam Network Radio. These songs didn’t include direct 
references to the war, but their associations were evident. This category included songs 
such as:
‘Leaving On A Jet Plane’ (Peter, Paul and Mary), ‘Homeward Bound’ (Simon and 
Garfunkel), ‘Run through the Jungle’ (Credence Clearwater Revival), ‘All Along 
The Watchtower’ (Jimi Hendrix),’Green Green Grass of Home’ (Porter Wagoner), 
‘We’ve Gotta Get Out o f this Place’ (The Animals).26
Movie producers also perpetuated an image of soldiers in Vietnam when they
permeated their soundtracks with rock music. Examples of movies and their songs are:
‘White Rabbit’(by Jefferson Airplane in Platoon), ‘The End’ (by The Doors in 
Apocalypse Now), ‘Who’ll Stop The Rain?’ (by Credence Clearwater Revival in 
Dog Soldiers) and ‘Out o f Time’ (by The Rolling Stones in Coming H om e)21
The popular protest music o f this era was not a passive reflection of the times, but
an active political response from a generation affected by the Vietnam War. “Popular song
was an important cultural terrain on which conflicting voices enacted their different
reactions to the war. Moreover, the songs helped define, and in many ways still do, what
Storey. 87 & 102.
Chepesiuk. 240.
13
Vietnam meant and still means to millions of Americans”.28 This study will examine the 
message content and message structure o f popular Vietnam War related protest songs 
from 1963 to 1970. Anti-war protest songs garnered wide audiences during these years 
and close scrutiny o f these popular protest songs promises to extend one’s understanding 
of this music.29
28 Storey, 101.
29 Carl Bryan Holmberg, “Toward the Rhetoric of Music: Dixie.” The Southern Communication Journal 
51 ( 1985 ): 7 4 .
14
Chapter Two - Review of Literature 
Introduction
Americans have a passion for popular music, making it an important component 
o f contemporary culture This passion makes popular music a topic of interest to 
researchers in disciplines such as communication, anthropology, sociology, and music 
The first communication research studies o f music were published in the 1940s and 
scholarly attention to this medium has expanded since that time. Research efforts can be 
categorized in seven distinct areas: music as a tool for socialization, persuasion in songs, 
content analysis of lyrics, examination of musical elements (rhythm, melody, chord 
progression and instrumentation), structure and style of songs, music and societal events, 
and audience analysis. This review of literature will focus on research in these seven 
areas and the contributions those investigations have made to our understanding of this art 
form. Examination o f these broad research areas will set the stage for a specific study of 
protest music associated with the Vietnam War.1
Music as a Tool fo r  Sttcialization
The process o f learning to adapt and conform to a living environment is known as 
socialization. Music has historically been used as a tool in this process. Illiterate 
populations used music to communicate “utilitarian information regarding law, history, 
medical care and cosmology”.2 The Venda tribe of South Africa, the subject o f the first
1 Keith Roe, "introduction,” Communication Research 12 (1985): 275.
: James Lull, "On The Communicative Properties of Music.” Communication Research 12 (1985): 364.
15
long-term ethnomusicology study, used music as a component of everyday social functions 
related to ritual, work and family activities. The tribe believed that ‘humanness’ was 
constructed through music.3 When sailing ships were used for commercial travel, sea 
chanteys were taught to young sailors to impart both the information needed to operate 
the ship and the ‘rhythm’ required to produce successful coordinated efforts among the 
sailors.4 American slaves routinely used songs to communicate with other slaves in the 
fields, sharing instructions for planting and harvesting crops such as cotton. Singing also 
lessened the drudgery of their tasks by helping the slaves to bolster their spirits.5
Twentieth century popular music has also been used as a vehicle for socialization. 
The research of James Lull found that popular music functions as a tool to socialize 
American adolescents both to society-at-large and to an identification with their own age 
groups. Popular music is used to “achieve their personal and interpersonal goals, to resist 
authority, to establish their identities, to develop peer relationships, and to learn about the 
world outside the home, neighborhood, or school” .6 Youth listen to popular music for 
entertainment, but the process o f socialization from exposure to the music becomes 
evident when the listeners internalize the messages of popular music. The lyrics of their 
favorite songs “become part o f the working vocabulary of the listeners”.7 Teenagers 
gather around music, talk about music, wear tee-shirts featuring the names of various
3 John Blacking, How Musical is Man? (Seattle: University of Washington Press, 1973).
Margaret Bradford Boni, The Fireside Book of Favorite American Sones ( New York. Simon and 
Schuster. 1952).
3 Harold Courlander, Negro Folk Music U.S.A. (New York: Columbia University Press, 1963).
6 Lull. 365.
John Wanzenreid. and Vicent DiSalvo, “Intensional and Extensional Orientations in Rock and Roll
Music,” ETC: A Review of General Semantics, 32 (1975). 34.
16
musicians, all in the spirit of camaraderie Active use o f the medium increases its effects 
as an agent of socialization, thus maximizing the musical impact at the physical, emotional, 
and cognitive levels.8
In technologically advanced societies numerous forms of music are part o f the 
mass media. This music is “distributed in a fashion which renders it inexpensive, 
abundant and readily accessible”.9 Mass media has been termed the ‘new parent’ for 
youth bom since the 1960s. Popular music has introduced youth to themes that are 
ignored, refuted, or downplayed by ‘mainstream’ America Adolescents hear popular 
songs on the radio, television, computers, in retail stores, at parties and ffom personal 
music collections A wide range of lyrical topics are included in the realm of popular 
music In addition to love songs, dance tunes, ballads, religious songs, and novelty songs, 
some popular songs express deviant views on common topics and those views may exert 
substantial influence on youthful consumers 10
Some researchers feel this influence tends to polarize listeners into a majority and a 
minority. Music enjoyed by the minority often “encapsulates certain socially rebellious 
themes”.11 The music functions as the unifying force connecting listeners and ideas; the 
tactic used to solidifv membership within a group. “Popular music is the ‘rhetorical
* Roger Jon Desmond "Adolescents and Music Lyrics: Implications of a Cognitive Perspective,” 
Communication Quarterly 35(3) (1987): 276-284; Lull. 368.
Richard Dixon "Suggested Scales for the Measurement of Musical Involvement and Genre Tastes,” 
Popular Music and Society 7.4 (1978) :224.
10 Neil Hollander. “Adolescents and the War: The Sources of Socialization,” Journalism Quarterly 
48(1971) 472; Lull, 367.
11 Denisoff. R. Serge and Levine. Mark H. "The Popular Protest Song: The Case of Eve of Destruction”. 
Public Opinion Quarterly, 35 (1971): 118
17
Trojan Horse’, relaying messages to the great middle class, disseminating ideas, thoughts 
and calls-to-action in the palatable disguise of harmless music and song lyrics”.12
Other researchers have noted that the messages contained in popular music are 
often ambiguous and listeners have to exert special effort to decipher the meaning To 
have an effect, listeners must be able to understand the music or identify with the world­
view presented in a song. This understanding or identification is transmitted through the 
music’s lyrics and musical elements (rhythm, melody, chord progressions, and 
instrumentation) and received by the listener in a combined physical, emotional and 
cognitive experience of the music. Even after the message is discerned, interpretations 
may vary’ greatly between teenagers, social researchers and critics. Results of scholarly 
research differ. Some researchers claim that for susceptible listeners, popular music can 
be used to shape their perceptions of society.13 Other researchers maintain the opposite 
position, that exposure to popular music has no effect on the attitudes and behaviors of 
youthful listeners.14
Who listens to popular music and what does the language of that music 
communicate to it’s listeners? Rock ‘n’ roll music of the 1950s was essentially a lower- 
class phenomenon Rock music of the 1960s was transformed to a ‘psychedelic’ sound
12 Stephen A. Smith, "Sound of the South'. The Rhetorical Saga of Country Music,” The Southern 
Communication Journal. 45 (1980): 172.
15 Hollander,472-479; Richard R. Cole, “Top Songs in the Sixties - A Content Analysis of Popular 
Lyrics,” American Behavioral Scientist 14.3(1971 ):398; John Waite Bowers and Donovan J. Ochs, The 
Rhetoric of Agitation and Control, (Reading, MA: Addison Wesley, 1971): 21.
I4Paui Hirsch, “Sociological Approaches to the Pop Music Phenomenon,” American Behavioral Scientist 
14.3 (1971) 371-388; R. Serge Denisoff and Mark H. Levine, “The Popular Protest Song: The Case of 
“Eve of Destruction.” Public Qpioion Quarterly. 35(1971): 121; W. Gantz, “Gratifications and 
Expectations Associated with Popular Music Among Adolescents,” Popular Music and Society 4(1971): 
14-22.
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with the introduction of electronic musical instruments. This 1960’s contemporary rock 
was composed and sung by middle-class rebels appealing primarily to middle-class 
listeners. The music reflected the turbulence of the era. Youthful leaders of peace and 
hope, John F Kennedy, Martin Luther King and Robert Kennedy were murdered, the 
Vietnam War was escalating, and racial tension was intensifying. A growing skepticism 
for the “American Way” grew in the form of militant pacifism among young people across 
the country 15 Rock music o f the 1960s expressed the mood o f many American 
adolescents.
Issues were simplified in protest songs. Peoples lives were oppressed. They were 
innocent victims in situations beyond their control. The image o f the oppressor was often 
subtle or excluded.
Research shows that protest songs evolve during the life o f an extended social 
movement. Early in the life o f a movement songs focus on the sorry plight o f victims and 
the miserable situation that group members must endure. These songs emphasize a 
“strength-in-unity” concept.16
The message embedded in the music serves to raise consciousness on the issues, 
indoctrinate individuals to the cause, and dissuade any fears o f isolation The lyrical 
content, repetitious structure, and participatory nature o f protest songs aide in the 
conversion process. The later stages of a movement are marked by songs that “allow
15 John P. Robinson and Paul Hirsch, "It’s The Sound That Does It,” Psychology Today. 10.3 (1969) :43.
16 Cheryl Irwin Thomas. "Look What They’ve Done To My Song Ma. The Persuasiveness of Song,” The
Southern Communication Journal. 39 (1974): 262.
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members to affirm their commitments and intentions publicly, and these public
affirmations may affirm and maintain the ego of the protesters” 17
The later songs boast o f the movement’s strengths and the opposition’s fear o f the
movement’s power. Thus protest songs are used as tools by movement organizers,
initially to socialize individuals to their cause The continued singing during the life o f the
] ^
movement nurtures ongoing unity amongst members
Persuasion in Songs
Music lies in the expressive domain and it is not subject to the same normative 
pressures o f activities that are considered more task oriented. Songwriters have utilized 
these societal freedoms when creating persuasive songs. Some past researchers have 
asserted that song is an “unsuitable medium for complex persuasive appeals” .19 These 
researchers do acknowledge the role o f song within a larger rhetorical system. Music is 
identified as a participant in social change It is not the force behind social change. 
Music’s contribution comes in the form o f songs that can be linked to societal events.
For centuries songs have been used to promote ideology, recruit supporters and to create 
organizational cohesion.20
n Charles J. Stewart, “The Ego Function of Protest Songs: An Application of Gregg’s Theory of Protest 
Rhetoric,” Communication Studies 42.3 (1991): 245.
1S Stewart 242 - 246; Ralph E Knupp. “A Time for Every Purpose Under Heaven: Rhetorical Dimensions 
of Protest Music,” The Southern Speech Communication Journal 46 (1981). 389.
19 G. P. Mohrman and Eugene F. Scott, “Popular Music and World War II: The Rhetoric of 
Continuation” Quarterly Journal of Speech. 62 (1976): 156.
20 Edward Fink. John P. Robinson, and Sue Dowden, “The Structure of Music Preference and Attendance” 
Communication Research. 12.3(1985): 302; Thomas, 260-268.
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Historic references to the power o f music as rhetoric can be found in the ancient 
teachings of Plato In his work, The Republic, this philosopher cautioned that “ . .any 
musical innovation is full o f danger to the whole State, and ought to be prohibited 
[because it] imperceptibly penetrates into manner and customs; whence, issuing with 
greater force, it invades contracts between man and man. and ...goes on to laws and 
constitutions, in utter recklessness, ending at last , by an overthrow o f all rights, private as 
well as public”.21
The influence of rhetorical theory on European musical compositions in the 
sixteenth through the eighteenth centuries was evident in the persuasive techniques used to 
adapt music to the three appeals of classical rhetoric: logos, ethos and pathos. For music 
o f this period to appear plausible to listeners, a composer employed logic (logos) in the 
invention and arrangement o f the music’s tonal structures; followed widely accepted 
ethical principals of presenting respectable lyrics (ethos); and used emotional persuasion in 
the lyrics and the magnitude o f movement in the melody (pathos).22
Music has also been used rhetorically as a vehicle for social and political 
commentary. Examples o f this form of musical communication, baila and calypso, have 
been studied extensively in the countries of Sri Lanka and Trinidad, respectively. Baila 
and calypso were originally used as teaching tools. Historical research reveals that when 
these countries became colonies and lost control o f their own governments, these musical
21 Quoted in R. Serge Denisoff, Great Dav Coming - Folk Music and the American Left ( Urbana. IL: 
University of Illinois Press, 1971): 3. Quote made by Jerome Rodnitzky, “The New Revivalism: American 
Protest Songs, 1945-1968,” paper read at American Studies Association Meeting, Oct.. 1969.
22 Gerrard G. LeCoat. “Music and the Three Appeals of Classical Rhetoric,” Quarterly Journal of Speech. 
62 (1976): 155.
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forms evolved and their function in society shifted By the early 1900s the songs 
embodied searing commentaries of current events and social issues. The songs also served 
as political weapons for a singer/composer protesting the ruling authorities.23
Song has been an integral part o f many past political and protest movements. 
Historical research shows that songs served as more than entertainment. When songs 
were used in conjunction with a speech, the combination had greater persuasive appeal 
and resulting attitudinal change than either the speech or the song separately 24 
Beginning with the American presidential race o f “William Henry Harrison, and continuing 
at least through the 1948 Henry Wallace campaign, songs were thought of as powerful 
political propaganda tools”.25 Even Lenin, the Russian revolutionary leader, respected 
the power of song concluding that “the proper type of music can be used to sell a 
revolutionary message in the same manner that singing commercials sell soap”.26
“La Marseillaise”, the French national anthem was adopted in 1795 during the 
French Revolution. This song glorifies battle with a religious fervor which was said to 
have inspired the rebels into a frenzy o f patriotic enthusiasm as they stormed Paris. “La 
Marseillaise” became the rallying song for revolt.27 The song was deemed so powerful 
that for several years after the revolution public performance of the song “was forbidden 
by the French government because of fear of its effect on the passions of the excitable
23 Krister Malm and Roger Wallis, “The Baila of Sri Lanka and the Calypso of Trinidad”. 
Communication Research. 12. 3 (1985): 298.
24 Stephen Kosokoff and Carl W.CarmichaeL “The Rhetoric of Protest Song, Speech and Attitude 
Change,” Southern Speech Journal 35 (1970): 295-302.
25 Kosokoff and Carmichael, 296.
26 Sidney Finkelstein, How Music Expresses Ideas ( New York: International Publishers, 1952): 197.
27 Paul Nettl. National Anthems (New York: Frederick Ungar Publishing Co., 1967) 68 -72.
22
French people” 28 “La Marseillaise” still serves today as a “clarion call for those many 
who have struggled defiantly, if at times unsuccessfully, for liberty and progress” .29
Songs were used extensively during the formation of American labor unions. The 
rhetorical potential for songs became apparent to Industrial Workers of the World 
organizers when their printed songbooks consistently “sold clike hotcakes’ at membership 
rallies across the country”.30 Songs sung at union meetings became tools for building 
cohesion within the group. The battle cry from the leaders of this movement proclaimed 
“that the power of song would exalt the spirit o f the rebellion” .31 Therefore by including 
group singing as a component o f every union meeting, the singers participated in a 
communal act that provided “a means o f uniting against and coping with a common 
enemy”.32
Lazarfeld and Merton’s seminal study o f radio propaganda found that 
music alone was not sufficient to persuade listeners. To function as propaganda, songs 
must include material that is understandable and significant to the listener, and request that 
the listener ‘do something’ to act on the ideas presented Acting on the ideas presented in 
a song is called supplication.33
These concepts were expanded by Irvine and Kirkpatrick in their 1972 landmark
"8 B. Griffith. National Anthems and How Thev Came To Be Written (Boston: Christopher, 1952) 50.
2y F. Gunther Eyck, The Voice of Nations: European National Anthems and Their Authors (Westport. 
Connecticut: Greenwood Press, 1995) 39.
30 Joyce Kombluh, ea. Rebel Voices: An l.W.W. Anthology (Ann Arbor, MI: University of Michigan 
Pi ess. 1964). 41-42.
3^  Richard Brazier. "The Story of the I.W.W.’s ‘Little Red Song Book’ Labor History 9 (1968) 97
32 David Carter, "The Industrial Workers of the World and the Rhetoric of Song.” The Quarterly Journal 
of Speech. 66 (1980): 365.
33 Paul Lazarsfeld and Robert K. Merton. "Mass Communication, Popular and Organized Social Action,” 
Communication of Ideas, ed. Lyman Bryson (New York: Harper, 1948): 78-115.
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study of music as rhetoric where they presented the following assumptions:
First, the musical artist is engaged in rhetorical activity to the extent 
to which he manipulates a symbol system (sound, rhythm, words, and 
tempo) to react to and modify the dominant philosophical, political, 
religious and aesthetic values of both general and specific audiences .
Second, the musical form operating independently is capable of 
generating rhetorical impact to the extent that it influences the auditor...
Third, the musical form changes the rhetorical message from its normal 
discursive state, possesses a more diverse and more intense kinesthetic 
appeal. . necessarily involving and stimulating the body and its capacity 
for sensation. Fourth, because the musical form has been considered 
entertainment.. it has traditionally been insulated from the moral and/or 
cultural restraints normally associated with verbal discourse.. giving the 
musical artist greater freedom of expression. Finally.. .the credibility 
(ethical position) of the musical artist influences the level o f interaction 
between the audience and the message.34
Protest songs use a rhetorical form to promote unity to a group, an idea, a cause 
or social movement. Traditionally the persuasive appeals o f protest songs encouraged 
listeners to demonstrate their allegiance or recruit new members. The songs are 
“movement-centered, self-directed ... usually involve the singer-listener as an active 
participant in the rhetorical process”. '5
To successfully function as a rhetorical communication, protest music must create 
the “perception of being able to control at least a portion of the situations in which one 
finds” oneself/6 Hence situation-remedy songs are very desirable for strengthening a
34 James R. Irvine and Walter G. Kirkpatrick. “The Musical Form in Rhetorical Exchange Theoretical 
Considerations.” Quarterly Journal of Speech. 58(1972): 272-273.
35 Charles J. Stewart, “The Ego Function of Protest Songs: An Application of Gregg's Theory of Protest 
Rhetoric.” Communication Studies 42.3 (1991):240
30 Richard B. Gregg. “The Ego-Function of the Rhetoric of Protest.” Philosophy and Rhetoric 4 (1971): 
79.
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social movement. They are persuasive in their plea to cure a problem, yet the ambiguity of 
the lyrics leaves the ‘cure’ open to various interpretations.37
“Since an infectious beat or a simple lyric has a way of imbedding itself in our 
conscious and subconscious minds, the subliminal persuasiveness of song is always with 
us. Once our thinking had been impregnated with the idea, we multiply its effect many 
fold and perpetuate it within ourselves -  and by ourselves”.58
Content Analysis o f  Lyrics
Music historian Mark Booth described lyrics as “an art of words for music, the 
language that expects to live with music”39, but researchers are far from unanimous in 
their opinion of the importance of popular song lyrics. Communication theorist, Norbert 
Weiner wrote that increased acceptance of popular music with it’s representatively 
predictable themes and repetitious style, limited the public’s exposure to more meaningful 
lyrical compositions. “It is possible to interpret the information carried by a message as 
essentially negative of its entropy, and the negative of its probability. That is, the more 
probable the message, the less information it gives” 40 A study by W. Gantz claimed that 
the major function of popular music is background sounds. Other prominent researchers
3 Thomas, 266 - 267. Studies that have examined the persuasive power of music include: Carter; 
Gonzalez and Makay; Knupp; Mohrman and Scott; Rasmussen; and Smith.
38 Alberto Gonzalez and John Makay. “Rhetorical Ascription and the Gospel According to Dy lan,” 
Quarterly Journal of Speech 69 (1983): 4.
39 Mark W Booth, “The Art of Words in Songs.” Quarterly Journal of Speech 62 (1976): 242.
40 Norbert Wiener, Human Use of Human Beings (New York: Doubleday-Anchor. 1954): 21.
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such as James Chesebro, feel that lyrics are clearly a central feature of popular music and 
“a significant communicative variable affecting the meaning and impact of popular 
music” 41 Popular music lyrics have been the subject of numerous studies and the lyrics, 
themes and imagery found in this syntactic, trackable aspect o f popular music can be used 
to comment on the past, the present and occasionally attempt to predict the future 42
The first social-scientific study of popular music lyrics was completed by T.W. 
Adorno in 1941. Content analysis studies continued into the late 1950s with consistent 
results. Love themes dominated popular music and presented idealistic and unrealistic 
perceptions of life. Traditional values were reinforced and controversial subjects were 
avoided. The pattern discerned by researchers showed that “popular culture supported 
prevailing norms”.43 The lyrics o f popular American songs o f this era were mostly 
dialogue and focused on adolescent concepts of self and love.44
By the mid 1960s changes were evident in popular song lyrics. The images o f the 
past were being challenged and one could no longer assume that all the songs on the ‘top 
pop’ charts would reflect mainstream American values. A 1966 analysis o f popular lyrics
41 James Chesebro, “Musical Patterns and Particular Musical Experiences,” Critical Studies in Mass 
Communication June (1986): 258.
4~Lane Roth. “Folk Song Lyrics as Communication in John Ford Films.” The Southern Speech 
Communication Journal 46 (1981).394-395; W. Gantz, “Gratification and Expectations Associated with 
Popular Music Among Adolescents,” Popular Music and Society 4(1977): 77.
43 Hirsch. 372.
44 Lyrical content analysis studies from this period include: T.W. Adorno, “On Radio Music,” Studies in 
Philosophy and Social Science 9 (1941) : 17-48; S.I. Hayakawa, “Popular Songs VS The Facts of Life,” 
Mass Culture - The Popular Arts in America, eds. Bernard Rosenberg and David Manning White 
(Glencoe, LL: The Free Press, 1957); Donald Horton, “The Dialogue of Courtship in Popular Songs,” The 
American Journal of Sociology 62 (1962): 569 -578; F. Mooney, "Popular Music Since 1920’s: The 
Significance of Shifting Taste,” American Quarterly 20 (1968): 68-85; J. Peatman. “Radio and Popular 
Music.” Radio Research: 1942-1943. eds. P. Lazarsfeld and F. Stanton ( New York: Duell, Sloan and 
Pearce): 335-393; D.Riesman, “Listening to Popular Music,” Mass Culture: The Popular Arts in 
America, eds. B. Rosenberg and D M. White (Glencoe, 1L: The Free Press, 1957): 408-417
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reported a decline in the number o f love songs to 64%. This was a drop of nearly 20% in 
just eleven years The concept of “falling in love” that permeated the earlier studies had 
changed. “The rock lyrics o f 1966 rejected this passive orientation toward the boy-girl 
relationship. Love was mutually created by the partners and was not perceived as external 
to their relationship. The affair is actively sought by the lovers rather than passively 
longed for” .45 Musical consumers in the sixties were interested in freedom in personal 
relationships and freedom of will in society. Many popular songs of this era showed that 
the “role o f the individual in the conventional world had become important”.46 This 
awareness was reflected in popular music lyrics
Researchers tracked the rising number o f 1960s popular songs that “contained 
lyrics that commented on controversial subjects previously avoided by songwriters”.47 
No songs of social protest were found at the top of the pop charts in the first half o f the 
decade, whereas ten percent o f the songs in the years 1965 -1969 exhibited social protest 
as the predominant theme. Songs questioned societal norms and implicitly or explicitly 
suggested alternative methods of adapting and comforming. Lyrical themes explored 
subjects such as the morality of war, relations between racial groups, drug use, or attacks 
on any widely accepted values or legitimized roles in American society.
The songs that conveyed anti-war messages used three specific rhetorical devices. 
The first device was the use of humor or satire to criticize America’s political involvement
45 James T.Carey, “Changing Courtship Patterns in the Popular Song.” American Journal of Sociology 
74(1968): 729.
46 Hirsch .373.
41 Hirsch 373.
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(‘ I-Feel-Like-I’m-Fix’in-To Die-Rag’ by Country Joe MacDonald and the Fish)
Religious illusions, the second device employed, brought attention to moral issues of the 
war (‘Requiem for the Masses’ by The Association). The third device was ironic 
juxtaposition that mingled harsh or cynical lyrics with a beautiful melody (‘Seven O’Clock 
News/Silent Night’ by Simon and Gartimkel)4a
The 1960s were a time of change in American culture and that change was 
reflected in music that was popular with American youth. Studying popular music lyrics 
from that time can provide deeper insights into the prevailing attitudes, values and beliefs 
of the musical consumers o f the era 49
Examination o f  Musical Elements
(rhythm, melody, chord progression and instrumentation)
“Although music and lyrics together create the impression of a song, the lyrics 
usually receive the critical attention. However, along with the lyrics, the musical variables
48 Ben Auslander. “If Ya Wanna End War and Stuff, You Gotta Sing Loud - A Survey of Vietnam Related 
Protest Music," Journal of American Culture 4.2 (1981): 111. To track the change in lyrical content from  
earlier studies see: Richard Cole, “Top Songs in the Sixties - A Content Analysis of Popular Lyrics," 
American Behavioral Scientist, 14.3 (1971): 389-400; Serge Denisoff and Mark Levine, “The Popular 
Protest Song: The Case of Eve of Destruction," Public Opinion Quarterly, 35 (1971): 117-122; John 
Robinson and Paul Hirsh, “It’s the Sound That Does It,” Psychology Today. 10 .3(1969): 42-15. James 
T. Carey, “Changing Courtship Patterns in the Popular Song," American Journal of Sociology. 74 (1968)
: 720-731; M. C. McLaughlin, “The Social World of American Popular Songs” Master’s thesis, 
department of Anthropology, Cornell University (1968).
49 Cole, 396; Chesebro. Fougler. Nachman and Yannelli. “Popular Music as a Mode of Communication, 
1955 - 1982,’’ Critical Studies in Mass Communication. 2 (1985): 116. For more recent studies of content 
analysis of popular song lyrics see: J. Bridges and R. S. Denisoff, “Changing Courtship Patterns in the 
Popular Song: Horton and Carey Revisited, ” Popular Music and Society. 10.3 (1986) 29-45; James 
Chesebro, Davis A. Foulger, Jay E. Nachman and Andrew Yannelli, “Popular Music as a Mode of 
Communication, 1955-1982." Critical Studies in Mass Communication 2(1985) : 115-135; R.J.
Desmond. “Adolescents and Music Lyrics: Implications of a Cognitive Perspective. ’’ Communication 
Quarterly. 35 (1987): 276-284; F. Fedler, J. Hall, and L A. Tanzi, “Popular Songs Emphasize Sex. De- 
emphasize Romance," Mass Communication Review. 9 .23 (1982): 10-15, L. E. Prinsky and J. 
L.Rosenbaum. “Leer-ics or Lyrics: Teenage Impressions of Rock ‘n’ Roll,” Youth and Society'. 18 
(1987): 384-397.
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of melody, rhythm, chord progression and instrumentation make a song attractive and 
influential” .50 A limited number of studies have focused on these musical variables.
Rhythm or the rhythmic aspects o f music is often referred to as ‘the beat’
Humans instinctively respond to rhythm because it provides physiological stimulation, 
interacting with the listeners' senses. Moving to the beat can be reflexive. “Rhythm acts 
to reduce the inhibitions and defensive mechanisms of the listener and to render him/her 
more susceptible to the rhetorical aspects o f the musical message”.51 The stronger the 
rhythm, the more dominating the effect Listen to any musical composition, and analyze 
the beat. Stronger, faster and often louder rhythms can actually be felt as the sound 
waves pulsate through your body.52
A research study conducted at Pacific Western College tested the connection 
between rhythm and the persuasiveness o f songs. Findings reported that “by changing 
rhythm within a musical piece you can have a strong impact on the listener, and the 
subliminal effect is to push the ‘message’ much more strongly” .53
Rhythm drives music in both qualitative and quantitative aspects. The qualitative 
aspect o f the beat appeals to the listener’s intellectual thought process identifying with the 
sense o f sound, space and order presented in the rhythm. The quantitative aspects are the
50 Gonzalez and Makay,3.
51 Irvine and Kirkpatrick, 277.
52 Halbert Hains Britan. "Hie Philosophy of Music (New York: Longmans, Green and Company, 1911); 
Gonzalez and Makay, ’.-14.
53 Joseph Crow, 'That Music,” The Age of Rock 2: Sights and Sounds of the American Cultural 
Revolution ed. Gary Allen, (New York: Random House, 1970): 208.
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“physical phenomenon appealing to the human muscular structure by imitating life 
rhythms” 54
In 1985 Steven Chaffee wrote that “the sound, more than the words of music, 
provides subcultural ties and boundaries, and might be studied by both scientists and 
humanists in ways that complement content-oriented research politics” JJ This concept 
had previously surfaced in a study by Robinson and Hirsch of popular songs that were part 
o f the psychedelic sound of the 1960s They studied high school students to determine the 
type of music they preferred and their cognitive understanding of the themes and lyrics. 
Their findings revealed that the great majority o f the students identified with the music, 
but “did not understand the lyrics or were indifferent. They were much more interested in 
sound than in meaning anyway: When they were asked to make a choice, 70 percent o f all 
students said that they liked a record more for its beat than for its message” 56
Melody is the succession o f single musical tones arranged horizontally on the 
musical staff. The series o f tones form a relationship based on motion. The motion is 
produced as musical tones advance from one note to the next. A melody is created when 
the pitch of the notes vary. There are eight intervals in a conventional Western (diatonic) 
“musical scale, usually numbered from one to eight with one as the lowest pitch and eight 
the same pitch but seven intervals higher. If the notes in a melody move from one to two 
or four to three, the change in interval is a ‘second and is considered ‘smooth’. Interval
51 James Irvine and Walter Kirkpatrick, “The Musical Form in Rhetorical Exchange: Theoretical 
Considerations,” Quarterly Journal of Speech 58(1972): 277.
55 Steven H. Chaffee, “Popular Music and Communication Research - An Editorial Epilogue,” 
Communication Research 12(1985): 413.
56 Robinson and Hirsch. 45.
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changes with a mathematical difference of two or more are considered less smooth -a  
‘jump’ (e.g., one to three, four to two, five to eight)” .57 The musical mood of a melody is 
created by the frequency and magnitude of melodic motion.58
Basic melodic structure is achieved by “composers using a limited range of musical 
motion - that is, in moving from one point to another the composer chooses the most 
direct route” 59 Conventional musical composition rules use basic structure to produce 
clear, concise musical statements. Distortion o f those rules can enhance or detract 
listeners’ attention to music Distortion would include embellishment o f the basic 
structure or ignoring conventional music composition rules. If this occurs, the musical 
pattern is no longer predictable and its appeal to listeners is erratic.
“Certain social structural conditions have distinct effects on melodic syntax”.60 A 
study of national anthems found that musical syntax was frequently similar to the syntax of 
the mother country’s anthem. Some nations, particularly South American countries, have 
national anthems with a melodic sound similar to the anthems of their neighboring 
countries. Research discovered that similar music was intentionally chosen to show unity 
in the region The choice o f melodic structure can be linked to social and historical 
concerns61
5 Carl Bryan Holmberg. “Toward the Rhetoric of Music: Dixie,” The Southern Speech Communication 
Journal 51(1985): 75
5* Cerulo. Karen. “Variations in Musical Syntax - Pattern of Usage and Methods of Measurement”. 
Communication Research 16.2 (1989): 206 - 208.
59 Cerulo. 206.
60 Cerulo. 226
61 Cerulo. 226.
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A musical chord is comprised of three or more notes played as a unit. Chord 
progression is the movement from one chord to the next A composer selects a 
simultaneous combination of notes to create the desired chords and then the chord 
progression produces a sense of musical direction. These chords can define the tone of 
the song for the listener. In most cases, using higher pitched notes and leaps upwards 
creates tension in music. “Possibly by analogy to the human voice, most people appear to 
feel the upward movement as passion, aspiration, protest, triumph and other positive ‘out­
going’ tensions, whilst a fall in pitch is associated with the expression of acceptance, 
resignation, comfort or ‘in-coming’ tensions”.62 Others generalize this effect by 
connecting chord classifications with the psychological state o f the listener, minor chords 
with sadness or depression and major chords with happiness Simple chord progressions 
make it easier for others to replicate the sound and tends to accelerate the process of 
listeners developing a familiarity with the song.63
Instrumentation is the choice of instruments used to accompany the singer. These 
choices make important contributions to the final musical effect achieved. Particular 
instruments have traditional uses and have developed characteristic associations with 
natural sounds and previous applications o f the instruments. “Individual instruments tend 
to elicit different moods, generate different emotions and appeal to different 
personalities” 64
62 McLaughlin, Terrence. Music and Communication (1971): New York: St. Martin’s Press., 20-21.
63Gonzalez and Makay 11, Holmberg, 76. Irvine and Kirkpatrick. 276.
64 Irvine and Kirkpatrick. 275.
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Artists become associated with the musical instrument that they regularly play. 
When an artist plays that instrument a pre-established connection exists between the singer 
and the listener. If a performer varies from the ‘known’ and plays a new instrument, then 
it may take the audience longer to appreciate the musical experience. For example, 
audiences would expect Bob Dylan to accompany himself with a guitar or a harmonica, 
but might be reluctant to accept a new composition in which he played a trombone. This 
reluctance is generated because the traditional association of an artist and an instrument 
would have been broken.65
Research studies examining musical elements have encompassed folk songs, 
popular tunes, national anthems and symphonies “The melodies, rhythms, chord 
progressions and instrumentation combine to generate a richer number, variety, and 
intensity of physiological stimuli and sensations than the spoken word” 66 Studies that can 
isolate and measure the impact o f musical variables have both artistic and commercial 
application.67
The Structure and Style o f  Songs
Ordering music in such a manner so the listener will recognize the form and 
comprehend the content o f the message speeds the communication process. If the brain 
identifies the incoming musical pattern, it is easier for the listener to interpret the message 
than if the content was entirely new information. To some extent, the audience is always
65 Gonzalez and Makay 3 and 13.
66 Chesebro, Foulger, Nachman, and Yannelli. 117.
67 Holmberg, 81.
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hearing something that it knows. When this connection is forged, the audience feels that 
the performance is fo r  them It is easier for the singer/songwriter to draw receptive 
listeners into a particular the state o f mind or attitude offered in song. This process is 
called ascription and defined as “those collections of personal experiences which provide 
meaning and a sense of security when transferred to a given pattern of variables within the 
musical event” 08 A low ascriptive value would be assigned to any aspect of a song that is 
unfamiliar or unattractive to listeners. A high ascriptive value would indicate familiarity 
and attraction to a tune. Complications surface when individuals ascribe different 
meanings to the same musical message. If the songs intent is to achieve agreement ffom 
listeners, then composers must find a method o f influencing the ascriptive process. 
Songwriters o f popular tunes utilize the concept o f ascription to increase a song’s 
potential for acceptance by incorporating ‘known’ components in their music and lyrics.69
Composers structure music to gain public acceptance using two basic methods: 
intrinsic redundancy and extrinsic redundancy. Intrinsic redundancy borrows music, lyrics 
or sounds ffom other works. A song may incorporate a religious, patriotic or traditional 
melody that may trigger emotions associated with that sound. Songwriters may use a line 
ffom another song, literature, poetry, politics, or advertising slogans. Composers may 
include music or lyrics ffom one of their own previous works. Other devices employed to 
create intrinsic redundancy include: parallel structure (starting each line in a stanza with 
the same word), cliches, meter and rhyme; antithesis, alliteration, punning: double
68 Irvine and Kirkpatrick, 279.
69 Booth, 246-247;Gonzalez and Makay,5 and 9; Doughtie, Edward. ‘ Words For Music”. Monthly 
Musical Record-88 (1958):179-180.;Desmond. 280.
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entendre, incremental redundancy (a chorus after each verse), or telling a story. Stories 
are a comfortable, traditional method of transferring information and can be very effective 
in song It should be noted that studies have confirmed that when telling a narrative story, 
the listener identifies with the singer or storyteller, not with the character in the story.70
Extrinsic redundancy is another method used by songwriters This is accomplished 
by using well known examples or illustrations in a song. Bob Dylan used Bible stories (‘In 
The Garden’), Pete Seeger used Bible verses (‘Turn!, Turn! Turn!’) and Joan Baez 
transformed a well known religious hymn, ‘Kumbaya’, into a protest song by adding anti­
war lyrics to the traditional tune. Baez also sang about a martyr of the American Labor 
unions (‘Joe Hill’) and Crosby, Stills, Nash and Young immortalized a current event, the 
Kent State shooting deaths (‘Ohio’). Even historically oriented songs can create 
emotional associations if they are effectively used in a contemporary setting.71
The extent to which a song’s structure conforms to societal standards may predict 
the song’s acceptance in the popular musical marketplace. Acceptance or rejection by the 
listening public often relates to the degree of redundancy or rredictability embodied within 
a song.
Protest songs are specifically designed to appeal to certain audiences and may even 
evoke negative responses from outsiders. “The poetic nature of songs permits protesters 
to praise virtues and condemn vices with little restraint, justification, or evidence” .72
70 Irvine and Kirkpatrick, 279; Booth, 243-247.
71 Gonzalez and Makay, 5; Pete Seeger, Where Have All The Flowers Gone: A Singer’s Stories. Songs. 
Seeds. Robberies, ed. Peter Blood (Bethlehem, PA: Sing Out Corporation, 1993): 173;Thomas, 263 &265; 
Gonzalez and Makay 7; Denisoff and Levine, 120..
72 Stewart. 250.
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Protest songs provide a forum in which a movement can talk about itself at its best and its 
opponents at their worst. Protesters can gain a sense of unity and identity by singing the 
songs of the movement. When a message is presented musically, listeners are less likely to 
argue in opposition, thus the singer or composer is seldom required to defend the song’s 
message. Protest music is an "in-group’ message designed to reinforce feelings of 
solidarity. The songs can serve as the common denominator that binds membership in the 
group. The musical subject matter often includes ‘myths’ o f the movement or problems, 
because they are more rhetorically fruitful for movements than solutions. The songs are 
generally negative of the external circumstances, simplistic in their world views and 
expressive rather than instructional in their intent 73
Protest movements usually have a limited repertoire of songs Thus the same 
music is used over and over again. An example of this practice was the use o f the song 
‘We Shall Overcome’ in the civil rights movement. The words and melody of this song 
could evoke deep feeling ffom participants in the movement and others affected by civil 
rights issues. “Music’s depth o f importance within the civil rights movement ... is a 
matter o f history. It converted many to the cause in a manner that signs, demonstrations 
and other means did not”.74
Researchers have discovered that the recognized music begins to take on character 
as the result of the occasions on which it is employed. Much of the musician’s art, then, 
consists in c/eating novel melodies with positive associative ties to known compositions. It
3 Irvine and Kirkpatrick, 273; Knupp,387.
74 Burt Korall. "The Music of Protest,” Saturday Review November(1968): 37.
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is important to note that ‘\vhen a song has established what we are to identify with, that 
identity can not be changed much within the song without a sense of breach” .75 These 
mechanisms are used to create identification for listeners, but they may also be deemed 
unacceptable and unappreciated by individuals not associated with the movement.76
Protest songs are not always sung by skilled entertainers. It is common practice 
o r an entire group to join in the singing. Many songs become successful because their 
structure is recognizable, the musical style fits the song’s function, and they are singable.77
Music and Societal Events 
Communicators attach meanings to things and experiences and then express the 
meanings through a symbolic process such as song. Songs are regularly associated with 
specific events. Dedications, graduations, weddings, and funerals all claim their own 
designated music. Can music be linked to larger, more nebulous societal events such as 
wars? The answer to this question is a resounding yes! The two following studies 
focused on music popular during the war eras 78
;  Booth.249.
6 For additional studies on individual performers style see: Alberto Gonzalez and John J. Makay, 
“Rhetorical Ascription and the Gospel According to Dylan." The Quarterly Journal of Speech 69.1 (1983): 
1-14; Cheryl Irwin Thomas. “Look What They've Done To My Song Ma: The Persuasiveness of Song". 
The Southern Speech Communication Journal 39 (19 74): 260-268, Robert Weisman, “The Good Man 
Singing Well: Stevie Wonder as Noble Lover,” Critical Studies in Mass Communication 2(1985) : 136- 
151.
n Kosokoff and Carmichael. 302
78 Selected studies on music used for specific purposes include: P.G. Christenson,, P. DeBenedittis, and 
T.R. Lindlof. “Children's Use of Audio Media” Communication Research. 12 (1985): 327-343; R. 
Larson, and R. Kubey, “Television and Music: Contrasting Media in Adolescent Life." Youth and 
Society. 15 (1983): 13-31; James Lull. “Listeners’ Communicative Use of Popular Music,” ed. James 
Lull. Popular Music and Communication (Newbury Park, CA: Sage. 1987) : 140-174; R. Mizerski, M. J. 
Pucelv. P. Perrewe. and L. Baldwin, “An Experimental Evaluation of Music Involvement Measures and 
their Relationship with Consumer Purchasing Behavior,” Popular Music and Society, 12.3 (1988): 79-96; 
D. H. Voelker. “Schema-Triggered Affective Responses to Music: Understanding Popular Music 
Preferences,” Masters Thesis, Cleveland State University, Cleveland, Ohio (1989).
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In 1976, researchers analyzed World War Two popular music finding that the ‘big 
band’ style of dance music dominated the popular charts in the early 1940s. It was said 
that America swung, rather than marched into World War Two. Romance was the theme 
for the majority of popular songs. Americans wanted their songs to provide 
entertainment, to help them relieve stress, and perhaps most important, to let them think 
about something unrelated to the war. War songs were written during World War Two, 
but never achieved the widespread popularity o f World War One war tunes. War songs 
were subdivided into three categories. Songs in the first category told of America’s duty 
to be part o f this war, but spoke of it as a temporary situation and assured listeners o f the 
impending return to the status quo. Songs in the second category were idealistic and 
portrayed soldiers as exemplifying generally accepted cultural values (faith in God and 
dedication to duty). The third category, home front songs, were predominately light 
hearted tunes that told o f life back home, and had greater acceptance than songs from the 
first two categories. “Allusions to the war and related activities appeared frequently in the 
lyrics o f American popular song. Constantly reaffirming American values and supporting 
the war effort, these lyrics represented an impulse toward continuation, and an impulse has 
interesting rhetorical dimensions” .79 Popular songs were used to maintain morale by 
projecting a view of typical American life, providing an escape from the overwhelming 
horror o f war.80
A 1994 lyrical content analysis o f popular songs of World War One, World War
9 Mohrman and Scott. 145.
80 Mohrman and Scott. 145 - 156.
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Two and the Vietnam War revealed three thematic categories that persist from war to 
war. “Pacifism, Life Style, and Patriotism and Duty”.81 World War One had the greatest 
number of songs in the patriotism and duty category. World War Two showed a notable 
rise in the number of pacifist songs, but the majority of the popular music of World War 
Two were life style songs The Vietnam Conflict recorded a dramatic swell in pacifist 
songs. The researcher attributed this to the widely differing sentiments of American 
citizens regarding this conflict A large segment of the population was opposed to 
American involvement in the Vietnam War and a substantial portion of that population 
were young people (16-25 years) that represent the major consumers of popular music. 
Popular wars (wars that were widely supported by American citizens) seemed to produce 
a greater number of songs in each category.
It is not surprising that songs are connected with war . One perennial method of 
dealing with “hard times, oppression, bosses or bitterly unbearable conditions is through 
song A song tells the story simply Heroes and villains are identified, struggles and crises 
are simplified and the hopes for salvation are shouted” .82 It is believed that popular 
songs associated with societal events such as wars can “reveal general cultural values, 
attitudes towards the war, and the role music assigned to itself in the war effort” .83
81 Christine Scodari. “Johnny Got His Gun: Wartime Songs of Pacifism. Patriotism, and Life Styles in 
20th Century American Culture,” Popular Music and Society 18(1994): 16.
82 David Carter, “The Industrial Workers of the World and the Rhetoric of Song,” The Quarterly Journal 
of Speech 66(1980): 365.
83 Mohrman and Scott. 145.
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Audience Analysis
People develop musical preferences and like to listen to specific styles of music.
The combination of lyrics, rhythm, melody, and instrumentation create musical style. 
People gravitate toward selected styles such as country western, jazz, classical, or popular 
music. The reasons for style choices may differ. Some listeners seek music that is calming 
and comforting while others look for music that will stimulate their senses. To a novice, 
all music performed in one particular style may sound the same. Repeated exposure 
reveals distinct differences in the lyrical blends, the singer’s presentation and the sound 
created, while the song remains within the parameters of a particular style. Artists that 
perform in a particular style ‘sign’ their work with either major or minor encoding habits, 
that help listeners recognize their songs. An individual’s music preferences may fluctuate. 
One style may be enjoyed for a period of time, then a different style may be preferred, but 
at any given point in time individuals can discern their current tastes. The factors that 
determine one’s musical tastes can include age, ethnicity, religion, education, geographic 
region, friends, relatives, and playing a musical instrument.84
Music historian Mark Booth observed that “it is not easy to define what a specific 
audience is, but it is important to observe that songs have them”.85 Styles o f songs do 
have distinct audiences and loyalty to style is usually based on the listener’s exposure and
84 Dean Tudor and Nancy Tudor, Contemporary Popular Music (Littleton. CO: Libraries Unlimited, Inc., 
1979) 21: Asghar Fathi and Carole Heath, “Group Influences, Mass Media and Musical Tast Among 
Canadian Students,” Journalism Quarterly 51(1974): 707; Bernard Berenson, The Study and Criticism of 
Italian Art (London: G. Bell and Sons, 1902): 123: Edward Fink. John Robinson and Sue Dowden, “The 
Structure of Music Preference and Attendance,” Communication Research 12 .3(1985): 316.
85 Booth. 244.
preference to what the songs say and how they say it. Although the great majority of 
teenagers follow popular music there is a wide variation within this music category. 
Listeners o f the ‘top pop’ tunes are not a single audience, but a composite audience, with 
subgroups that listen selectively for ‘their’ songs.80
Early research was conducted on popular music listeners in the 1950s. One study 
specifically analyzed factors that influenced teenage girls’ preferences in music They 
found that peer groups designate what is viewed as ‘acceptable’ music and through this 
process restrict exposure to a wider range of songs, ultimately influencing the listening 
habits of group members. These groups not only rate songs but select for their 
membership what is to be ‘heard’ in each tune” .87
Concert attendance was studied in 1985 as an indicator o f musical preference. The 
research began with the premise that the American public enjoys music as a standard 
component of their daily lives. The study sought to determine if people’s musical 
preferences, as indicated by survey results, were subsequently supported by attendance at 
live concerts o f the same musical style. Findings ffom this study confirmed that attitudes 
(musical preferences) have a positive correlation with behavior (support for that same 
musical style by attendance at live performances).88
86 Hirsch, 379.
s' J. Johnstone and E. Katz “Youth and Popular Music: A stud}' in the Sociology of Taste,” American 
Journal of Sociology 62(1957): 563 - 568; Reisman; Cole. 389
88 Fink, Robinson and Dowden
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Conclusion
Music is a creative art form, and as such it deserves to be studied from a diversity 
of approaches. The literature discussed in this chapter covered seven distinct approaches 
currently used in music research: music as a tool for socialization, persuasion in songs, 
content analysis of lyrics, examination of musical elements, structure and style of songs, 
music and societal events, and audience analysis. Popular music, as an important 
component of contemporary American culture, has been the focus for numerous studies.
During the 1960’s many Vietnam War related protest songs garnered wide spread 
audiences. These songs were subsequently classified as popular music, a unique 
classification for protest songs. One benefit of this classification was national exposure. 
Starting in the mid 1960s these songs experienced an unprecedented surge of publicity. 
“Songs indicating specific beliefs, attitudes, or worldviews became a major part o f the 
American music business and an important element in social dissent” .89 What was it that 
attracted listeners to this music? Protest music is a reflection of the individuals, the time, 
and the culture that created it. The 1960’s were very turbulent times in American society. 
Protest songs voiced the helplessness, confusion, anger and defiance felt by many young 
Americans.90
89 Thomas, 260.
90 Hirsch. 373.
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Central Research Questions
By studying musical artifacts o f an era we may come to a deeper understanding of 
the musical communication of that time. Focusing on one style of musical communication, 
protest music, the following questions emerge:
What were the messages m  popular Vietnam War related protest music?
How were those messages conveyed?
This study proposes an examination of protest songs, classified as popular music, 
during the years 1963 to 1970 inclusive. These songs will be studied using a blend of the 
research approaches discussed in this chapter to answer the central research questions
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Chapter Three - Methodology
The majority of popular music research has focused on lyrical content analysis 
Studies completed in the other six research areas discussed in Chapter Two have made 
substantial contributions to our understanding o f musical communication. The least 
explored area is the examination of music elements. Only a limited number of studies have 
addressed the musical elements o f songs.1
Past research confirms that music has the ability to communicate specific 
messages. That concept is narrowed in this research to concentrate on the messages in 
protest music. Protest songs are created through a union o f words and music therefore in 
addition to understanding the lyrics, a “full communication significance demands a study 
o f the music itself’ 2 To Answer the questions, ‘What were the messages in popular 
Vietnam War related protest music?’ and ‘How were they conveyed?’ a flexible design is 
required. This research design must: assess lyrical content, evaluate song structure and 
style; analyze musical elements; and integrate the findings of steps one, two and three to 
answer the questions.3
Vietnam War related protest music includes a wide range of spirited songs. When 
determining which songs to include in this study, two factors were considered: Did the 
song gain national prominence, a position that demonstrates popularity and influence?
1 Studies that evaluate musical elements include: Gonzalez and Makay; Robert Francesconi, “Free Jazz 
and Black Nationalism. A Rhetoric of Musical Style.” Critical Studies in Mass Communication 3(1986): 
36-49; Holmberg; Rasmussen; Thomas; and Eric Robert Weisman, “The Good Man Singing Well; Stevie 
Wonder as Noble Lover. " Critical Studies in Mass Communication 2(1985): 136-151 .
: Irving J. Rein and Craig M. Springer, “Where’s the Music? The Problems of Lyric Analysis,’’ Critical 
Studies in Mass Communication 3 (1986)); 252.
3 Gonzalez and Makay. 3; Catherine Marshall and Gretchen Rossman. Designing Qualitative Research 
(London: Sage Publications - International Educational and Professional Publisher, 1995) 39.
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Was the song associated with the Vietnam War?
Billboard Magazine, the most reputable source o f contemporary music history, will 
be used to determine if a song reached national prominence. Weekly, monthly, and yearly 
charts are available from Billboard that chronicle rankings of ‘top pop’ tunes. The songs 
listed in the yearly Top 100 Popular Songs would have had considerable radio airplay, 
media coverage, and record sales This position of popularity would provide ample 
opportunity to influence listeners. A song will fulfill the requirements o f the first factor, 
gaining national prominence, if it was included in Billboard’s Top 100 Popular Songs the 
year it was released 4
When determining if a song was associated with the Vietnam War the researcher 
contemplated if only songs with direct references to the war would be included in the 
sample. This would exclude many songs indirectly related to the war. On the other hand, 
including all protest songs might obscure the significance of the songs directly related to 
the war. A blended approach will include “material directly concerning the American 
involvement in the Vietnam War and also those songs depicting the side-effects o f that 
involvement as the . best means to assess the genre” 5 A compilation of eighty-three 
Vietnam War related protest songs was extracted from three earlier research studies.
These songs were released during the years o f 1963 to 1970. The sample for this study 
will be drawn from this sampling frame6
4 Historical and empirical studies that have used Billboard Charts include: Chesebro Foulger, Davis, 
Nachman and Yannelli, Cole; Charles Gillett, The Sound of the City - The Rise of Rock-N-Roll (New 
York: Dell Publishing Company, 1972); Hayakawa; Horton; Mohrman and Scott; Peatman; Robinson and 
Hirsch; Scodari; and Wanzenrteid and DiSalvo
5 Auslander. 108.
6 The three studies that make up the database are Auslander, 112 - 113; R. Serge Denisoff, Songs of 
Protest. War and Peace - A Bibliography and Discography (Santa Barbara. CA: Clio Press. Inc 1973): 104 
- 106; and Knupp. 382.
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The unit of analysis will be an entire song rather than a single aspect o f the music. 
Soundtracks featuring the original recording artists, along with sheet music will be used to 
assess the lyrics, song structure and style, and musical elements (melody, rhythm, chord 
progression and instrumentation). This study will consider the complete musical message 
presented in both the recorded and printed version of the sample songs.
To limit the sample to a manageable number of songs and still allow the findings to 
be representative o f the defined population, a stratified sampling technique will be used. 
Two songs will be selected from each of the eight years in the sampling frame. The 
selection process will be governed by the song’s rating on the Billboard Top 100 Popular 
Song charts The study sample will include the two songs that received the highest rating 
on the Billboard charts each year (1963 - 1970) that are also included in the database of 
Vietnam War related protest songs, producing a sample of 16 songs.7
The methodology used to evaluate the sample songs will include both qualitative 
and quantitative approaches. “Lyrics constitute a series o f rhetorical artifacts. . [that] 
reveal general cultural values, [and] attitudes towards the war”.8 Language influences our 
perceptions of what we see in the world and how we see it; careful attention will be given 
to the language of this music, the lyrics and song titles. Communication researcher Ralph 
Knupp’s pre-tested lyrical analysis will be employed Lyrics and song titles will be 
scanned to determine the number o f references that are present in each of the following 
content analysis categories:
1. Personal References - The number of personal references either to the
performer or the audience will be counted. This measure accounts for the use 
for the use of the personal pronouns I, me, you, we, and us in the songs The
Earl Babbie, The Practice of Social Research (New York. Wadsworth Publishing Company. 1995): 212.
* Mohrman and Scott. 145.
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number of personal references is assumed to indicate the degree of intensity, 
immediacy and identification present in the songs.
2 Temporal Orientation - References to past, present or future actions or events 
will be counted The category intends to expose the sense o f urgency, 
historicity, and ideology implicit in temporal references. For example, claiming 
that the government continually deceives the public invokes a feeling of 
immediacy.
3 Action and Reflection - In order to arrive at some understanding of the 
relationship between human action and contemplation, each song will be coded 
in terms of obvious human action (e.g., marching, demonstrating, or fighting) 
and intellectual reflection (e.g., thinking, planning, analyzing, or evaluating).
4. Criticism and Praise - This measure involves the song’s interpretation of 
current circumstances, the established order, and the movement itself 
Essentially, it is an index of positive and negative feelings. Each song will be 
coded in terms of favorable evaluations (e.g., solidarity forever) and negative 
judgments (e.g., Impeach the President) 9
The findings will provide “an assessment of the fundamental tone of the messages which
is grounded as closely as possible in the text itself’.10
Listeners access their experiential capacity when interpreting a protest song and 
ascribe meanings to lyrics and musical sounds This process, called ascription, can speed 
and enhance a listener’s understanding of a song and it’s message. Evaluating a song’s 
structure can reveal the components that may have ascriptive value. Each sample song 
will be studied to determine if it contains any o f the following devices:
1. Intrinsic Redundancy: Borrows music, lyrics or sound from other works, 
incorporates religious, patriotic or traditional melody; uses a line from 
literature, poetry, politics, or advertising slogans; singer/composer includes 
music or lyrics from one of their previous works, parallel structure, cliches, 
meter and rhyme, antithesis, alliteration, punning, double entendre, incremental 
redundancy, or tells a story.
9 Knupp, 380.
10 Knupp, 381.
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2. Extrinsic Redundancy: Uses examples or illustrations from commonly known 
source; or uses myths, heroes, martyrs or historical illustrations."
Using an adaptation of the structural analysis method used by communication researchers
Alberto Gonzalez and John Makay, sample songs will be coded based on their ascriptive
values. Songs that don’t contain any devices will be coded as having low ascriptive
value; songs that utilize one device will be coded as having moderate ascriptive value; and
songs that have two or more devices will be coded as having high ascriptive value.
Lyrical accompaniment, the musical elements of each song, will also be examined.
“Lyrics are o f course subject to the pressure o f their accompaniment all the time. They are
reinforced, accented, blurred, belied, inspired to declare meanings not entirely their own,
and the interplay of the two arts makes the life of song” 12
Music is experienced on three levels: “physical (hearing the sound, moving to the
beat, dancing, clapping, singing, imitating the performers); emotional (‘feeling’ the music,
relating it’s themes to your life experiences), and cognitive (processing the information
you receive while performing or listening to music)” .13 Composers and artists can
manipulate, in varying degrees, all three levels of the musical experience with the
conscious intent of influencing listeners.14
Music imparts meanings to each person differently Researchers have studied
musical variables to determine their “range of effects in the mind and behavior o f the
listener”.15 Musical elements arranged in patterns communicate a message to listeners
u Booth, 244 - 247: Gonzalez and Makay, 5; Irvine and Kirkpatrick, 279; and Thomas, 263 & 265; 
Weisman, 145.
12 Booth, 242
13 James Lull, “On The Communicative Properties of Music,” Communication Research 12(1985): 368.
14 Kosokoff and Carmichael. 296.
15 Irvine and Kirkpatrick. 274.
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that contrasts or compliments past associations. The participatory nature o f songs allows 
listeners to receive messages by hearing blends of familiar and unfamiliar musical patterns. 
The music of each sample song will be examined, looking for patterns in these four 
elements:
1. Melody - Does the melodic structure use basic syntax (characterized as 
smooth, scalar, highly stable, constant) or embellished syntax (distortion and 
fluctuations, skips and jumps that intensify the musical effect) or does it fall 
somewhere in-between? Melody will be assessed by calculating the frequency 
of melodic motion, the magnitude of that motion; the conjunctness o f the 
melody (percentage of smooth, successive movement up and down the musical 
scale as opposed to disjunct motion which is “jagged and leapy... notes are 
separated by large intervals)”16; and ornamentation (“a decoration of central 
melody notes)” .17
2. Chord Progression - Is the song written with predominantly major chords 
(often tied to happiness) or minor chords (tied to sadness)?
3. Rhythm - The beat that drives the music and its message is “capable of 
producing a change, both physiological and psychological, in the listener and 
artist”.18 Rhythm will be assessed by calculating the frequency of note value 
changes; the magnitude o f those changes; the density (the number of notes per 
measure); and the rhythmic deviation (instances o f syncopation and accents).
4 Instrumentation - Was the instrumental accompaniment traditional for the artist 
and the musical style (high ascriptive value) or was this a new experience for 
listeners (low ascriptive value)?19
The musical elements o f sample songs will be coded based on the prevailing aspects of
those elements in each song.
16 Karen Cerulo. Identity Designs: The Sights and Sounds of a Nation (New Brunswick, New Jersey: 
Rutgers University Press. 1995) 174.
17 Cerulo, Identity. 175.
18 Irvine and Kirkpatrick, 277.
151 This method of categorizing the four musical elements was created with the guidance of information 
found in the following studies. Irvine and Kirkpatrick, 274 - 277; Holmberg, 75 - 79; Karen Cerulo, 
“Variations in Musical Syntax - Patterns of Usage and Methods of Measurement,” Communication 
Research 16 (1989). 207 - 209; Gonzalez and Makay. 9-13.  The sample songs will be coded using the 
underlined terms.
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The findings from the lyrical analysis, evaluation of the song’s structure and style, 
and examination of musical elements will be merged. The researcher will search these 
“simultaneous and complimentary contributions”20 to assess the tone and look for themes 
and patterns present in the messages. Research data will be sorted using an initial 
categorization system developed for previous research of protest songs The three broad 
categories o f this system are:
1 Songs thac promote the ideology of a social movement These songs are from
the first stage o f a protest movement. They introduce listeners to problems in
the status quo and serve to raise consciousness about those issues.
2. Songs to recruit members to a social movement. These songs are from the 
second stage o f a protest movement. They are more narrowly focused and 
foster a feeling a solidarity among individuals with similar worldviews.
3. Songs that create organizational cohesion. These song» are from the third 
stage of a protest movement. They use “in-group” communication to sustain 
the faithful.21
These categories may be altered or expanded as research progresses.
The musical elements, form, and lyrics are structured by the composer for use as a 
communicative tool The researcher will attempt to decipher that tool. The results of the 
this study will include an appraisal of the interrelationship of lyrics, song structure and 
style, musical elements and the researcher’s impressions, to answer the central research 
questions: What were the messages in popular Vietnam War related protest music? How 
were they conveyed?
20 Gonzalez and Makay, 3.
21 Thomas. 262; Denisoff and Levine, 119.
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Chapter Four - Results and Discussion
A sample of sixteen songs were used in this research study. These songs were 
selected based upon two criteria: 1.) inclusion in the sampling frame of Vietnam War 
related protest songs and 2.) performance on Billboard charts. The two songs from each 
year, 1963 through 1970, that achieved the highest ranking on Billboard charts were 
included. Below are sample song titles and related information.
Table I 
Song Sample
Release
Date1
Song Artist(s) 
#
Song Title and 
Composertsl
Peak
Position2
7/13/63 1 Peter, Paul & Mary ‘Blowin’ in the Wind’
Bob Dylan
27
10/5/63 Bobby Bare ‘500 Miles Away From Home’ 
Hedy West
10
1/11/64 Pete Seeger ‘Little Boxes’ 
Malvina Reynolds
70
3/28/64 Bob Dylan ‘The Times They Are A-Changin’ 
Bob Dylan
20
8/21/65 Barry McGuire ‘Eve of Destruction’ 
P F Sloan
1 Release dates varied amongst sources. The dates used in this study were taken from the following 
Billboard publications: Joel Whitburn, ed., Billboard Top Pop Singles 1955 - 1993 (Menomonee Falls, 
WI: Record Research Inc., 1994); Joel Whitburn, ed.. The Billboard Book of Top 40 Albums (New York: 
Guptill Publications, 1995); Joel Whitburn, ed.. The Billboard Hot 100 Charts: The Sixties 1960 - 1969 
(Menomonee Falls. WI: Record Research Inc.. 1990).
" The peak position indicates the song’s highest charted position in the Billboard sources listed above.
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Release Song Artist(s) Seng Title and Peak
Date___________#______________________ Composer(s) Position
9/25/65 6 Donovan ‘Universal Soldier’ 53
Buffy Sainte-Marie
4/23/66 7 Peter, Paul & Mary ‘Cruel War’ 52
Folk song adapted by 
Peter Yarrow
6/18/66 8 B.J. Thomas ‘Billy and Sue’ 34
Billy Joe Thomas and 
Mark Charron
1/28/67 9 Buffalo Springfield ‘For What It’s Worth’ 7
Stephen Stills
9/2/67 10 The Association ‘Requiem For The Masses’ 100
Terry Kirkman
3/2/68 11 Simon and Garfiinkel ‘Scarborough Fair/Canticle’ 11
Folk song adapted by Paul 
Simon and Art Garfunkel
6/1/68 12 The Animals ‘Sky Pilot’ 14
Barry Jenkins, Eric Burdon,
Dan McCulloch, Vic Briggs, 
and John Weider
6/7/69 13 Kenny Rogers and ‘Ruby, Don’t Take Your
the First Edition Love To Town’
Mel Tillis
7/26/69 14 Plastic Ono Band ‘Give Peace A Chance' 14
John Lennon and Paul 
McCartney
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Release Song Artr-t(s) Song Title and Peak
Date__________ #_______________________Composer/s)______________ Position
5/23/70 15 Temptations ‘Ball o f Contusion’ 3
Norman Whitfield and 
Barrett Strong
7/11/70 16 Edwin Starr ‘War’ 1
Norman Whitfield and 
Barrett Stong
The sample songs were studied from three distinct approaches; the lyrics were 
analyzed, the structure and style were evaluated and the musical elements were examined 
Findings were analyzed both quantitatively and qualitatively. The quantitative results o f 
each approach will be presented, followed by a qualitative discussion of those findings. 
The combined findings will be used to answer the research questions: What were the 
messages in popular Vietnam War related protest music? How were those messages 
conveyed?
Lyrical Analysis
The persuasive power o f protest music lies in its ability “to create social reality 
through language, rhythm and tone”.'’ Protest songs, with their simple lyrics and 
extensive repetition are able to imbed themselves in the minds of listeners. The lyrics can 
raise consciousness on social issues. But what vision of social reality emerged from the 
lyrics o f the sample songs? This lyrical analysis looked at features present in each
3 Knupp, 378.
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individual sample song and compared those findings to features traditionally found in 
protest music.
All verses of the songs were analyzed using Knupp’s. method of lyrical analysis.
The results are tabulated on Table II The number o f personal references in each song (I, 
me, you, your, we and us) were counted and are displayed in column A The results 
ranged from zero personal references in the song ‘Little Boxes’ to twenty-seven personal 
references in ‘Cruel War’ 4 “The number o f personal references is assumed to indicate the 
degree of intensity, immediacy, and identification present in the songs”.3 Numerous 
personal references increase the chance that these factors are present. “The assumption 
which underlies this analysis is well-expressed by Arnold” :6
“ , anything said may offer ideas, assert that they are true, offer and 
invite an attitude toward what is said, imply something fuither, reveal goals 
or intents of the utterer, express feelings about content or the manner of its 
expression, reveal something about the utterer’s general attitudinal profile, 
have an array of effects, and be a purposive act committed by the utterer” .7
The researcher’s interpretation of the use o f personal pronouns within the overall
lyrical context determined the presence o f intensity, identification and immediacy in the
sample songs 8 A song could have none or any combination of these factors. This
4 “Your” was not included in Knupp’s list of pronouns, but it is the possessive form of the pronoun you. It 
was used extensively in several songs and seemed to create the same sense of intensity, identification, and 
immediacy' that ‘you’ did, therefore it was included in this study’s personal reference count.
5 Knupp, 380.
6 Knupp, 381.
7 Carrol C. Arnold, The Criticism of Oral Rhetoric (Columbus, Ohio: Charles E. Merrill Publishing Co., 
1974)198.
* Lyrical interpretation terms were defined as follows: Intensity - having or showing strong emotions; 
Identification - encouraging listeners to create an emotional tie with the singer or songs theme;
Immediacy - establishing the sense of a direct communication between the singer and the listener.
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research found one song with no factors, eight songs were intense, nine songs achieved a 
sense of identification, and eight songs created immediacy. Songs with one factor present 
had an average of nine personal references. Songs with two factors and three factors 
present each had an average of seventeen personal references.
An analysis o f temporal orientation in the lyrics looked for references to past, 
present, or future actions or events. “The category intends to expose a sense of urgency, 
historicity or ideology implicit in temporal references” .9 These results are recorded in 
column B o f Table II. Sample songs included six songs with references to the past; fifteen 
songs with references to the present, and eleven songs with references to the future.
Three songs contained references in only one category, ten songs contained references to 
two categories and three songs contained references in all three categories. The 
researcher’s impressions o f the use of temporal references in relation to the lyrical context 
detected a sense of urgency in eight songs; a sense o f historicity in four songs, and a sense 
of ideology in one song. The temporal orientation of eleven o f the sixteen songs was 
concentrated in the present.
All lyrics were analyzed for their references to human actions and intellectual 
reflection (column C). The references to action in the songs ranged from five to forty-five 
and the references to intellectual reflection ranged from zero to eighteen. Fourteen of the 
songs had a strong emphasis on action in their lyrics; one song emphasized intellectual
9 Knupp. 380.
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reflection and one song was a fairly even blend of action and reflection (22 action/18 
reflection).
Tahle II 
Lyrical Analysis Findings
A B c D
Song
#
Title Per.
Ref.
Past/Future 
Orien.
Present
Orien.
Acion Reflect Neg Pos
l Blowin’ in the 
Wind
i 0 9 6 1 0 0
2 500 Miles Away 
From Home
21 4 4 5 1 5 0
3 Little Boxes 0 2 9 10 0 0 0
4 The Times They 
Are A-Changin’
18 3 30 13 2 1 0
5 Eve o f 
Destruction
19 2 19 19 9 19 0
6 Universal Soldier 7 4 19 13 6 5 0
7 Cruel War 27 8 6 14 6 1 0
f t . H illu  Gnrl. Cma. .  7 0. .  K A . .  i . . . .  1.
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The song’s interpretation of current circumstance, the established order, or the 
social movement itself, was measured by the instances of favorable evaluations or 
negative judgments present in the lyrics (column D) No songs contained only favorable 
evaluations, and eleven songs contained only negative judgments. Two songs contained 
instances of both favorable evaluations and negative judgments. Three songs remained 
neutral by not including any praise or criticism
This analysis found that the sample songs were more personal than impersonal, 
present oriented rather than focusing on the past and/or the future, and negative instead of 
positive. The lyrical content was an expressive, simplistic reaction to currently perceived 
problems. These findings correlated with the results o f Knupp’s protest song research 
findings associated with protest songs from the early stages of a social movement Songs 
from later stages o f a social movement function as tools to create in-group solidarity and 
boost member morale, concepts not found in the sample songs for this research.10
Knupp’s method of analysis uses personal references to indicate a song’s level o f 
expressiveness. Extensive use o f self-references are found in songs such as ‘Cruel War’, 
“Ruby, Don’t Take Your Love To Town’, and ‘War’. This pattern is traceable to a 
composer’s desire to voice autonomous ideas through music. Personal pronouns (you, we, 
us) are widely used in songs such as ‘Give Peace A Chance’, ‘Eve of Destruction’, and 
‘Sky Pilot’. These pronouns function as a method o f connecting the singer and the song’s
10 Knupp, 382.
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message with listeners by drawing them into the musical situation. They demonstrate an 
awareness of the social relationships that are created amongst people, and specifically 
amongst persons who might be sympathetic to “the cause” "
Popular music has time constraints and content expectations. To function within 
these parameters the stories, ideas, or themes are usually presented in a very simplistic 
manner The sample songs do not address specific issues, policies or arguments. “Songs 
of the Vietnam era did not criticize the Gulf of Tonkin resolution, for example, or assail
19the President or the Congress for failing to declare war on North Vietnam”. This 
protest music avoided the complexities of war in favor of the simpler, more manageable 
theme, that war is wrong and must be stopped This approach was illustrated in the lyrics 
o f ‘War’:
War, it’s nothing but a heartbreaker,
War, friend only to the undertaker.
Peace, love and understanding, tell me 
is there no place for them today?
The lyrics attempted to convince listeners that there was something wrong with the status
quo The intensity and focus of that persuasion was an indicator of a song’s intended use,
such as introducing listeners to problems, building solidarity within a movement, or
condemning the opposition for allegedly creating present evils. The songs studied in this
research introduced listeners to problems Songwriters didn’t speak of the anti-war
movement directly. They sang about problems with America’s status quo, as they
11 Knupp, 387
Knupp. 385.
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perceived it Here are two examples of this problem oriented lyrical style:
'Eve O f Destruction'
The eastern world, it is explodin’ 
violence flarin’, bullets loadin’
You’re old enough to kill, but not for votin’.
You don’t believe in war, but what’s that gun you’re totin’?
And even the Jordan River, has bodies floatin’
'Ball o f  Confusion'
Segregation, determination, integration, 
aggravation, humiliation to our nation,
... evolution, revolution, gun control, sound of soul, 
shootin’ rockets to the moon, kids growing up to soon,
Politicians say more taxes will solve everything.
Both of these songs and the majority o f the sample songs plead with the listener to 
be aware of the problems. These pleas for awareness could be described as gentle. The 
lyrical content o f the Top 100 Popular Songs was ‘sanitized’ when compared to the 
stronger, direct and often sarcastic lyrical accusations present in the broad range of war 
protest songs, the majority of which never reached the Billboard charts. The research of 
Malm and Wallis found that “the wider the audience gets, the more general the text has to 
be” to be accepted, appreciated and enjoyed.13 For Vietnam War protest songs to be 
palatable to the masses they were composed with non-threatening, general communicative 
content.
The sample songs are one-sided in their presentation o f problems because they do 
not propose concrete, specific solutions. This trait may have stimulated interest from a
13 Malm and Wallis. 298.
broad audience that was told that “The Times They Are A-Changin’ and the answer is 
‘Blowin’ in the Wind’, but listeners are not provided with solutions of how to stop the 
war Precise solutions were not included in these songs because “problems are more 
rhetorically fruitful for movements than solutions”.14 If a problem exists, than there is a 
need for protest songs and protest movements Movements depended upon problems to 
justify their existence and vitality.
Sample song lyrics were often ambiguous, leaving a song “open to various 
individual and personal interpretations”.15 ‘Ruby Don’t Take Your Love To Town’ is an 
example of a song that is open to varying interpretations. Mel Tillis wrote the song for the 
Korean War, but it didn’t attain widespread popularity until Kenny Rogers recorded and 
released it as a Vietnam War related song. It is the story of a veteran who returns home 
paralyzed and the impact o f his physical condition on his love relationship This song 
condemns the government for neglecting the needs o f Vietnam veterans, stands as a 
commentary on the tragedy of war, and serves as a bitter example of the lack of American 
compassion for soldiers returning from this unpopular war. The fact that Vietnam War 
songs are open to multiple interpretations is “just another lingering benchmark consistent 
with the conventional wisdom that Vietnam may be viewed as the most troubled conflict in 
the nation’s history” 16
14 Knupp. 383.
15 Thomas. 267.
16 Scodari, 14.
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The overwhelming majority of events immortalized in the lyrics o f the sample 
songs are told in the present tense. This placement allows the songwriter to ignore 
complex historical information that could be burdensome to address in a song and might 
bore the intended audience. Singing about actions and events as if they are currently 
occurring draws listeners into a situation by creating a heightened sense of immediacy and 
awareness. ‘Billy and Sue’ is the story of a young soldier who leaves Sue to fight in 
Vietnam, receives a ‘Dear John” letter from Sue, and then is killed in battle The singer 
tells the story in a way that makes listeners feel that they are witnessing the events, this 
method of presentation created a sense o f immediacy and encouraged listener 
identification with the characters.17
The sample songs contained rhetorical messages reflecting the spirit of the times 
and imbued with the values of the musicians and the prospective audience. The 
communication strategies of these protest songs were linked to broader social concerns of 
the era but the lyrical content was generalized, expressive, present-oriented, “solution-less 
criticisms o f the status quo”.18 They served to introduce listeners to problems and create
i
an awareness o f current issues Sample songs were not hard core protest anthems; 
because of their negative and narrow focus, those types o f songs have a very limited 
appeal to individuals outside o f a movement. People want to be convinced gradually and 
don’t respond well to having thoughts or opinions quickly forced upon them. The lyrical 
content would have been considered outside the conventional boundaries established for
'7 Knupp, 385.
18 Knupp, 388.
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popular music if a musician incorporated ideas beyond the basic introduction o f problems 
and issues. ‘In  other words, music which ignored the aesthetic standards o f intended 
audiences was denied airplay, media coverage and sales ” '9 The sample songs achieved 
the Top 100 Popular Song status because they conformed to the conventional boundaries 
and aesthetic standards set for mainstream popular music
Structure and Style Evaluation
The structuie and style o f the sample songs were evaluated and the results are 
listed in Table III This evaluation looked for intrinsic and extrinsic redundancy devices 
incorporated in each song’s structure and style. The term intrinsic redundancy was used 
to describe the practice of borrowing music, lyrics or style from one’s own songs or other 
artists’ works. It was also applied to songs that include incremental redundancy, parallel 
structure, cliches, meter and rhyme, antithesis, alliteration, punning, double entendre, or 
telling a story.20 The term extrinsic redundancy describes the practice o f using traditional 
or commonly known themes such as stories from the Bible, historical illustrations, current 
news issues, advertising slogans and other aspects of popular culture. The term is also 
used when a song is composed with a familiar structure such as a hymn, or a march
19 Rein and Springer, 253.
20 These terms as defined in Webster’s New World Dictionary (New York: The World Publishing 
Company, 1966) ; Incremental redundancy - including a chorus after each verse of a song; Parrallel 
structure - using the same word pattern to begin several sentences or phrases; Cliches - expressions or 
ideas that have become trite; Meter - measured, patterned arrangement of syllables, primarily according to 
stress and length; Rhyme - regular recurrence of corresponding sounds, especially at the ends of lines; 
Antithesis - a two part parallel structure in which the second part contrast with the first; Alliteration - 
using the same initial consonant sound several times in a phrase or sentence; Punning - the humorous use
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Redundancy devices provide opportunities for listeners to ‘connect’ with a musical 
message. The process o f using ones experiential capacity to ‘connect’ with a song and 
ascribe meaning to the lyrics and musical sound is called ascription Music researchers 
have found that the use o f these devices speeds the ascription process.21
All o f the sample songs contained devices that produced intrinsic redundancy and 
nineteen percent (three of the sixteen sample songs) contained instances of extrinsic 
redundancy. The sum o f intrinsic and extrinsic findings produced a total of two or more 
devices for each song in the sample. This study’s research method specified that songs 
with two or more devices would be coded as having high ascriptive value. Thus, all the 
songs included in this sample were coded as having high ascriptive values.
Why would these popular protest songs all have high ascriptive values? “Research 
in other areas of communication suggests that senders choose their communication 
strategies according to the strategies used by those around them.”22 Popular music has 
traditionally incorporated redundancy devices. The protest songs that incorporate these 
devices make their structure similar to mainstream popular music, allowing them to create 
an illusion of conformity to current societal standards. In the time sensitive world of 
popular music, a speedy ascription process is critical if a song is to succeed in the 
commercial marketplace. Therefore, the inclusion of redundancy devices that are known 
to aid the ascription process would seem a logical choice.
of a word or words which are formed or sound alike but have different meanings; Double Entendre - a 
phrase or word with two meanings.
21 Irvine and Kirkpatrick. 279-280; Gonzalez and Makay. 4-5.
22 R. Burt. “Social Contagion and Innovation: Cohesion Versus Structural Equivalence.” American 
Journal of Sociology 92 (1987): 1287-1335.
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The intrinsic redundancy device most frequently used in the sample songs was 
incremental redundancy, including a chorus after each verse o f a song. Thirteen of the 
sixteen songs, or 81% used the repetitive chorus as a technique to firmly establish the idea 
or proposition of a song. This style o f song writing was derived from traditional English 
ballads. It is an effective technique to gamer audience involvement. Listeners expect to 
hear the chorus repeated, anticipate the repetition and are able to Team7 the words and 
message more quickly. If a composer can create an idea, story or character with which 
listeners can identify, then the associations or “culture” presented in the song are much 
more readily accepted. The concepts can be persuasive and the song is the common 
denominator.23
Another device found in the sample songs was the incorporation of words, phrases 
or musical elements from an artist’s own previous works in new compositions. “What 
distinguishes one artist from another are the characteristics he does not share with 
others.”24 All artists ‘sign7 their work with either major or minor encoding habits that help 
listeners recognize the artist because o f the song’s distinctive sound or style. Bob Dylan’s 
music is an example o f this technique. His songs have a unique structure and style, even 
when his music is performed by another artist. The Dylan songs included in this research 
were among his earliest commercially recorded songs. As his career progressed, dramatic 
changes occurred in his musical style and philosophy. ‘T o  evoke favorable ascriptions he
:3 Booth. 245-248.
24 Berenson, 123.
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constantly and subtly manipulated intrinsic redundancy to suggest other, earlier songs”.25 
The success of new songs is partially based on a listener’s ability to associate with the 
lyrics and musical elements. Dylan composed innovative melodic patterns and unique 
lyrics, “but the listener familiar with the Dylan sound can always recognize the vestiges of 
previous patterns” 26 The melodic patterns were familiar yet fresh, which stimulated the 
ascriptive process. ‘The Times They Are A-Changin’ and ‘Biowin’ in the Wind’ are the 
two Dylan songs included in this study sample. The style and structure of both songs can 
be recognized as Dylan’s work, although one was recorded Peter, Paul and Mary.
The use o f a traditional melody with new lyrics is an intrinsic redunu , /  device 
used in the sample songs ‘Cruel War’ and ‘Scarborough Fair’ Recognition and initial 
acceptance of new renditions o f these songs were precipitated by the listeners familiarity 
with earlier versions of those melodies. Sometimes these associations can create multiple 
connotations. For example, ‘Cruel War’ was originally composed as a Civil War song. 
Peter, Paul and Mary’s release o f this song altered the lyrics and some of the musical 
phrasing, but retained the essence of the original song. The lyrics tell a story of young 
lovers being separated by war. The story was written about the Civil War bringing a sense 
of history to the new version, released in connection with the Vietnam War.
Parallel structure was a device used extensively in the sample song ‘Give Peace A 
Chance’. “All we are saying, is give peace a chance” is repeated eighteen times in the
25 Gonzalez and Makay. 7.
26 Gonzalez and Makay. 14.
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song, becoming a mantra for members o f the anti-war movement in 1969, the year o f the 
song’s release
‘Sky Pilot’, composed and performed by the British rock group The Animals, 
condemned chaplains who blessed soldiers and then sent them off to die. The song used 
double entendre to target the conflict between war and religion. This conflict was present 
in the World War II song ‘Praise the Lord and Pass the Ammunition’ and also found in the 
Vietnam War related songs: ‘With God On Our Side’ by Bob Dylan, ‘7 O’Clock 
News/Silent Night’ by Simon and Garfunkel and ‘Requiem for the Masses’ by the 
Association. The term “sky pilot” was used in the Animal’s song as a double entendre. 
References were made to Air Force pilots and to clergy as pilots or celestial guides to 
heaven and the afterlife.27
Another intrinsic redundancy device, shaping a song in a style borrowed from 
other works, was found in ‘W ar’ and ‘Ball of Confusion’. These angry protest songs had 
an unusual style and rhythm; that o f dance m u': These two compositions gained
immediate and widespread acceptance, reaching peak Billboard chart positions of one and 
three respectively. The popular success o f these songs was at least partially attributed to 
their dance music style.
An age-old method o f communicating a message in story form was present in 
‘Cruel War’, ‘Billy and Sue’ and ‘Ruby, Don’t Take Your Love To Town’. These 
mournful songs were love stories that spoke of the impact o f war on human relationships.
27 Scodari, 12.
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A couple anticipates a painful separation in ‘Cruel War’. ‘Billy and Sue’ is the story of a 
couple whose relationship disintegrates while Billy is on active duty with the Army and in 
‘Ruby Don’t Take Your Love To Town’ a paralyzed veteran expresses his frustration 
over a lost love These songs expressed lonely alienation and as listeners empathized with 
either the individuals or the hopelessness o f their situations, the songs functioned as 
“rituals of solidarity in an accepted state o f mind” .28
Ex, .nsic redundancy was evident in three sample songs. ‘Universal Soldier’ 
drilled home the continuing presence of war in the civilized world with it’s historical 
references to Caesar and Hitler. Current events such as the Gemini space mission and 
well known geographic features including the Jordan River, China, and Alabama were 
mentioned in ‘Eve of Destruction’. These references fostered a sense of reality that set the 
stage for the song’s dismal assessment o f America’s current state of affairs. The draft 
lottery was represented as a spinning wheel in ‘The Times They Are A-Changin’ Perhaps 
this representation was also meant to serve as a double entendre. The reference could 
allude to the spinning wheel o f a roulette table, where the chances of winning (or not 
having your draft number called), were equally unpredictable. This song was also tied to 
current affairs with references to Senators and Congressmen.
The instances o f extrinsic redundancy evident in this research were limited to the 
researcher’s knowledge of the era. Some advertising slogans of the day, subtle suggestions 
borrowed from songs, or other aspects o f pop culture may have gone undetected. The 
examples that were present in the sample songs speak of their effectiveness
Booth, 248.
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The broad spectrum of redundancy devices found in this relatively small sample 
indicates that they are commonly used. The inclusion of redundancy devices, which have 
been shown to speed the ascription process, seems well suited to any songs but would be 
particularly important in the popular music genre.
Musical styles have their audiences and sometimes style can be the determining 
factor in an individual’s opportunity for exposure, acceptance or rejection of a new song. 
The sample songs represent three musical styles - folk, rock jnd country western. The 
Harper Dictionary of Music characterizes folk songs as being simple and direct in their 
music and lyrics with a tendency to express feelings in a sentimental manner. The same 
source describes rock as songs that have a driving rhythm, use electronic instruments, and 
have lyrics that address love, sex, rebellion against the “establishment”, civil rights, social 
concerns, drug use and life styles. The music dictionary describes country western songs 
as generally being played on stringed instruments with lyrics that stress “sincerity, a close 
rapport between audience and performer, a relatively simple musical structure, down-to- 
earth subject matter, and danceable rhythms”.29 The folk music revival o f the late fifties 
and early sixties provided the impetus for folk songs to reach top 100 popular chart status. 
Folk style songs dominated the first four years o f this sample (seven songs). Rock music 
dominated the remaining four years of the sample (seven songs), punctuated by two 
country western songs crossing over onto the popular song charts. Billboard maintains a 
separate country western chart, however ‘Billy and Sue’ and ‘Ruby, Don’t Take Your
29 Christine Ammer, ed.. The Harper Dictionary of Music (New York: Harper and Row Publishers, 1987)
97.
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TABLE 01  
Song Structure and Style Findings
Song
#
Song Intrinsic 
Title Redundancies
Extrinsic
Redundancies
Ascriptive
Value
Music
Style
1 ‘Blowin’ in the Wind’ 2 0 High Folk
2 ‘500 Miles Away From Home’ 2 0 High Folk
3 ‘Little Boxes’ 3 0 High Folk
4 ‘The Times They Are A-Changin’ 2 1 High Folk
5 ‘Eve of Destruction’ 1 2 High Rock
6 ‘Universal Soldier’ 1 1 High Folk
7 ‘Cruel War’ 4 0 High Folk
8 ‘Billy and Sue’ 2 0 High C.W
9 ‘For What It’s Worth’ 2 0 High Rock
10 ‘Requiem For The Masses’ 2 0 High Rock
11 ‘Scarborough Fair/Canticle’ 2 0 High Folk
12 ‘Sky Pilot’ 3 0 High Rock
13 ‘Ruby, Don’t Take 2 0 High C.W.
Your Love to Town’
14 ‘Give Peace A Chance’ 3 0 High Rock
15 ‘Ball of Confusion’ 3 0 High Rock
16 ‘War’ 3 0 High Rock
Note: C.W. denotes country western style
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Love To Town’ received rankings on both the popular and the country western charts 
The sample song styles correspond with mainstream popular music styles of their time and 
also with the musical styles present in the larger body of protest songs from the era
Examination of Musical Elements and Discussion
The unique character of a musical composition is created by the successive 
decisions made as the composer chooses pleasing combinations of notes and rests. These 
decisions shape a musical composition’s melody, rhythm, and chord selection and create 
its syntactic structure. Composers use the syntactic structural design to convey meaning. '0 
“Ferdinand de Saussure was among the first to intently consider syntactic 
structure. He promoted the semiotic study of communication, an approach that analyzes 
the symbolic ‘pieces’ o f a message and examines them as a part of a unified system”/ '  A 
semiotic approach to music examines specific aspects o f melody and rhythm as critical 
components o f a composition. The order and organization o f the melodic and rhythmic 
components, or the syntactic structure o f a composition, relay a musical message.
Why is it advantageous to measure musical syntax? Measurement allows 
researchers to compare syntactic structures and styles in “a precise and easily replicatable 
manner”.32 Any composition based on the diatonic scale can be measured. Musical 
measurement offers a “scientific approach” to an area o f culture that has historically been
30 William Paisley, “Identify The Unknown Communicator in Painting, Literature and Music: The 
Significance of Minor Encoding Habits,” Journal of Communication 14 (1964):219.
31 Cerulo. Identity 35-36.
32 Cerulo, Variations 204.
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studied from a “humanistic approach” This method allows music to be examined with the 
rigor o f the traditional social science research process: forming a hypothesis, completing 
systematic testing and generalizing the results. Syntactic musical measurement can not 
calculate the mystery, passion or soul o f a song. Assessment o f emotional qualities must 
rely upon a humanistic approach, but musical measurement can be beneficial to 
researchers.
A benefit of musical measurement can be realized if a composition’s syntactic 
structure is thought o f as a communication strategy. Different musical structures are used 
to convey different messages Syntax assessment, used in conjunction with knowledge of 
a song’s function or application and its level o f public acceptance, allows the researcher to 
gauge the effectiveness of particular communication strategies. “Are certain structures 
more effective than others at capturing audience attention? motivating action”?33
The sample songs were all commercially successful. Do they have similar syntactic 
structures? Are trends evident regarding the usage of basic syntax versus embellished 
syntax? “Current findings provide some evidence to suggest that communicators who face 
circumstances requiring special audience attention choose syntactic distortion (i.e., 
embellished syntax) as their communication style” . ’4 Did the protest songwriters o f the 
sample songs determine that their music required special audience attention and select an 
embellished style? Social science researcher Karen Cerulo determined after studying
33 Karen Cerulo, “Analyzing Cultural Products: A New Method of Measurement,” Social Science 
Research 17( 1988): 319.
31 Cerulo, Variations 227.
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music’s syntactic structure that “certain methods are more appropriate than others in 
conveying particular ideas” / 5 Measuring and analyzing the overall melodic and rhythmic 
syntax of each sample song allows the researcher to answer these questions.
To measure each composition’s syntactic structures preliminary assessments of 
each song’s melodic and rhythmic components were completed. Cerulo’s research found 
that the components were “directly correlated with one another - they move in unison” 36 
This information makes it possible to represent structural syntax with summary measures 
of either the melodic or rhythmic components. The summary measures reflect each songs 
melodic or rhythmic position on a basic to embellished syntax continuum. This process of 
measuring overall syntactic structures reveals the communication strategies used in the 
sample songs.37
Four musical elements of each sample song were studied individually. The melody 
was examined first, than the rhythm, chord selection, and instrumentation. Data used to 
complete variables in the melodic and rhythmic formulae are found in Table IV. The 
results of each song’s melodic and rhythmic studies are displayed on the song graphs 
found in the appendix on pages 114 to 129. Summaries of the melodic and rhythmic
35 Cerulo, Identity 36.
36 Cerulo. Variations 215.
37 Other musicologists that support similar methods of musical measurements include D. Cooke, The 
Language of Music (London; Oxford University Press 1959), F. Lerdahl and R. Jackendorff, “Toward a 
Formal Theory of Music,” Journal of Music Theory. 2 1( 1977): 111 -117; L. Meyer, Emotion and Meaning 
In Music (Chicago; University of Chicago Press 1956); A. Moles. Information Theory and Aesthetic 
Perception , trans. J.E. Cohen (Urbana: University of Illinois Press 1966); J. Nattiez. “Is A Descriptive 
Semiotics of Music Possible?’’ Language Sciences, 23 (1972);1; N. Ruwet, Language. Musique. Poesie 
(Paris; Seuil 1972).
72
studies are found in Tables V, VI, and Vll and Charts 1 and II. Chord selection and 
instrumentation analysis are displayed in Table VIII
Melodic Results
The musical tones of each song’s melody and rhythm are “organized in arithmetical 
relation to one another and in general, display a logical and discernible sequence of 
musical sound” .3* This sequence can be charted on a continuum as basic syntax (smooth, 
scalar, highly stable, constant) or embellished syntax (fluctuations, distortion, erratic, 
jumps) or somewhere in between. Several steps are required to ascertain overall melodic 
syntax and overall rhythmic syntax measurements. This study used Karen Cerulo’s 
method of melodic and rhythmic musical measurement.39
The overall melodic syntax was derived through the examination of the four 
“primary dimensions o f melody: frequency of melodic motion, magnitude of melodic 
motion, method of constructing motion - i.e., conjunctness vs disjunctness, and melodic 
ornamentation - i.e., the decoration of central melody notes”.40
First, the key and time signatures were determined and then the number o f musical 
measures were counted 41 Next, the melody line was transformed into a pitch/duration 
graph. This process involved reading the pitch o f each note (i.e A, F#, C, etc.), then 
assigning each note a numerical rank correlating with it’s position on the musical scale.
38 Cerulo. Analyzing 321.
30 Cerulo Analyzing. Identity, and Variations.
40 Cerulo. Analyzing 321.
11 Song analysis included only the musical measures that corresponded with lyrical text. Therefore any 
instrumental introductory measures that occurred before the lyrics began were excluded, as were any 
endings beyond the first ending, in songs that incorporated repeats. The same musical measures were 
examined in the lyrical analysis: structure and style evaluation: and the examination of musical elements.
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For example the song ‘The Times They Are A-Changin’ was written in the key of G. The 
numerical rankings for the notes in that song would be determined “according to the 
following values: G=0; G# = 1, A=2; A# = 3, B = 4, C = 5 , C# = D = 7, D# = 8, E = 9, 
F -  10 , ?#=  11; G = 12” 42 The length or duration o f each note was calibrated using 
standard musicological values “(i.e. an eighth note = .5 units; a quarter note = 1 unit, a 
dotted quarter note =1.5 units, a half note = 2 units, etc.)” .43 This data was used to plot 
a graph o f the song’s melody line The graph provided a visual image that “illustrated the 
melodic lines as a function of pitch with respect to time” .44 Using the melody graph, the 
total number o f peaks and the height o f each peak and the total number o f troughs and the 
depth o f each trough evident in the melodic line were calculated. The final data required 
to determine overall melodic syntax came from the sheet music. The number of notes 
were counted, the number of verbal syllables in the corresponding lyrical line were 
counted and the instances o f lyrical ornamentation were counted.45 This data was used in 
Cerulo’s formulae to calculate the frequency of melodic motion, magnitude of melodic
46motion, conjunctness and ornamentation.
The melodic frequency score reflects the number of directional changes in a 
melody. The higher the score, “the greater the amount o f movement in the melody” 47
42 Cerulo. Analyzing 321
43 Cerulo, Analyzing 327.
44 Cerulo. Analyzing 321.
45 “Each time a single syllable is represented by multiple notes of different pitch ranks, we have an 
instance of ornamentation" - Cerulo. Identity 175.
46 Formulae are located on the song graphs, pages 114 to 1 29 of this study.
4' Cerulo. Analyzing 323.
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The melodic frequency score is the sum of the number o f peaks and the number of troughs 
divided by the number o f musical measures. The melodic frequency score for ‘Blowin’ In 
The Wind’ was 94, which indicates that the melody changed direction slightly less than 
one time per measure In comparison, ‘Ball of Confusion’ had a frequency score of 3.02, 
denoting that it’s melody line changed direction just over three times per measure.48
The average magnitude of melodic motion per measure was calculated using 
absolute values of each peak height and each trough depth evident in the melodic line 
graph. The sum of those values was divided by the number of musical measures in the 
song to determine a melodic magnitude statistic. This score indicates the average “musical 
area” covered in each measure. “The higher the magnitude statistic, the more extreme the 
movement in the melody” 49 The magnitude score for ‘Cruel War’ was 3.11, which means 
the average range of melodic motion was approximately three half steps per measure.
That score can be contrasted with ‘Eve O f Destruction’s 6.4 half steps per measure; this is 
just over twice the melodic movement that was found in ‘Cruel War’.
The conjunctness score measures the percentage of melodic intervals used to 
construct the melody, that were considered smooth. Cerulo defined conjuct motion as 
intervals o f a major third (four musical half steps) or less, when the melody is moving in a 
single direction and three musical half steps or less when melodies change directions.50 To 
figure conjunctness, each interval in a song is classified as either conjunct or disjunct and
48Cerulo. Analyzing. 323.
49 Cerulo. Analyzing 325.
5n Cerulo. Analyzing 325.
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the total number of intervals in both categories are counted and transformed to a 
percentage. Applying this measure to the research sample reveals that 94% o f the 
consecutive melodic intervals in ‘500 Miles Away From Home’ are conjunct, and 6% are 
disjunct, indicating that the melodic construction is very smooth. In contrast, the number 
o f disjunct consecutive intervals (jagged or leapy) found in ‘Sky Pilot’ was 43%, more 
than seven times that of ‘500 Miles Away From Home’. Listening to both songs 
illustrates the differences in their smooth or jagged melodic construction.
Ornamentation scores reflect the interplay of the melodic line and the lyrical text to 
“capture the degree of decoration to the central melody notes ... (the presence of 
ornamentation and the frequency with which it occurs)”.51 An instance of ornamentation 
is defined as “each time a single syllable is represented by multiple notes of different pitch 
ranks” .52 Melodic ornamentation is calculated by multiplying the total number of notes by 
the square root of the number o f instances of ornamentation and dividing the product by 
the number of musical measures in the song. If the ornamentation score is one, that 
indicates that the number of notes and verbal syllables are equal and no ornamentation is 
present. A score of greater than one indicates that there are more musical notes than 
verbal syllables, thus some syllables must be represented by multiple notes and those notes 
may vary in pitch. For example, the ornamentation score for ‘Universal Soldier’ was 1.08, 
indicating only a single instance of ornamentation present in the song ‘Requiem For The
M Cerulo. Analyzing 326
52 Cerulo. Identity' 175.
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Masses’ ornamentation score was 4.48, which indicates significant ornamentation 
(twelve instances).
A summary measure was constructed by Cerulo based upon scores from the four 
melodic components. Each score was standardized and factor analyzed. This process 
calculated a weight for each of the four component scores. The summary formula is. 
Overall Melodic Syntax = .90 frequency + .90 magnitude + .79 disjunctness + .33 
ornamentation. This measure allowed the researcher to chart each song cn a continuum 
from basic to embellished melodic syntax and compare their placement in relationship to 
other sample songs. The melodic component scores and overall melodic syntax for each 
sample song are listed in Table V:53
Table V 
Melodic Studies Summary
Song # Title Freq. Mag. Conjun. Orn. Overall
Melodic
Syntax
1 Blowin’ in the Wind .94 3.88 86% 1.97 -1.37
2 500 Miles Away From 
Home
1.00 5.75 94% 1.52 -1.26
3 Little Boxes 1.58 9.21 51% 1.13 2.10
4 The Times They Are A- 
Changin’
.43 1.79 100% 1.09 -3.33
5 Eve of Destruction 1.45 6.40 62% 1.33 .79
6 Universal Soldier .59 4.06 80% 1.08 -1.69
7 Cruel War .58 3.11 100% 1.05 -2.81
8 Billy and Sue 1.17 5.43 79% 1.69 -.56
9 For What It’s Worth 1.45 8.82 65% 1.66 1.36
10 Requiem for the Masses 1.09 6.59 83% 4.48 21
11 Scarborough Fair/ Canticle .51 3.06 90% 1.69 -2.34
53 Cenilo. Identity' 176.
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Song # Title Freq. Mag. Conjun. Orn. Overall
Melodic
Syntax
12 Sky Pilot 1.35 7.39 57% 6.12 2.23
13 Ruby, Don’t Take your 
Love to Town
.68 3.02 78% 1.59 -1.63
14 Give Peace a Chance .52 3,00 80% 1.38 -1 97
15 Ball o f Confusion 3.02 14.63 62% 2 39 5.60
16 War 2.52 11.48 36% 3.94 5.15
Rhythmic Results
The overall rhythmic syntax, also measured on a continuum from basic to 
embellished syntax, looks at rhythm as movement in time and at the organization of that 
movement. “Specifically, it refers to the ways in which long and short notes are arranged 
in a composition and how each note is accented” .54 Four primary dimensions of rhythm 
were analyzed to determine the overall rhythmic syntax: the frequency with which note 
values change in composition, the magnitude o f the note value changes, rhythmic density - 
the number of notes used to express the rhythm, and “rhythmic deviation - the use of 
accents or syncopation to alter conventional rhythmic patterns” .55
Line graphs were created to provide a visual image of two rhythmic dimensions - 
the length or duration o f each note and the position of each note within the context o f the 
song (i.e., was the note sounded on the first beat of the song, the fourth beat, or midway 
between the seventh and eighth beats, etc.) Standard musicological values were used to
M Cerulo, Analyzing 326.
v Cerulo. Analyzing 326. Note value is the length or duration of a note - i.e., a quarter note, a half note, 
a whole note, etc
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calibrate note duration “(i.e., an eighth note = .5 units, a quarter note = 1 unit; a dotted 
quarter note =1.5 units; a half note = 2 units, etc.)” 56 Note values were marked on the Y 
axis o f the graph. The X axis denoted the position or location of that note in the musical 
score (i.e., if a song was written in 4/4 time then 1 = the first beat of the first measure, 5 = 
the first beat of the second measure, 13 5 = one and a half beats into the fourth measure, 
etc ). Thus the graph coordinates each note value with the appropriate position of that 
note in the musical score illustrating rhythm “as a function of note length with respect to 
note position” .57
The rhythmic frequency score was determined by counting the total number of 
peaks and troughs evident in the line graph The sum (total peaks + total troughs) was 
divided by the number of musical measures in the song The resulting frequency score 
indicated how often note values changed and the dynamic effect of those changes. The 
higher the score, the more frequently rhythmic note values changed within a single 
measure. For example ‘Ruby Don’t Take Your Love to Town’ has a rhythmic frequency 
score of 1.09; note values change in this song slightly more than once per measure. By 
contrast, ‘War’ has over twice that many note value changes (2.24), creating a more 
dynamic rhythm.
Rhythmic magnitude indicates the extent of note value changes in each song The 
score is calculated by adding the absolute value o f peak heights and trough depths evident 
in the line graph and dividing the sum of those values by the number of musical measures
Cerulo. A nalyzing 327.
Cerulo. Analyzing 327.
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in the song. Rhythmic magnitude scores for the sample songs ranged from 0 to 3 33 
‘Eve of Destruction’ has a magnitude score o f 1.25 which indicates that the average note 
value variance was just over one full beat per measure of the song (i.e., “the difference of 
an eighth note [.5] and a dotted quarter note [1.5]”58). This song exhibits minimal changes 
in it’s rhythmic note values. In comparison, ‘For What It’s Worth’ received a magnitude 
score of 3 .33. This song includes a broader range of long and short notes and the higher 
magnitude statistic reflects more drastic changes in note values.
Rhythmic density shows the number o f beats a composer used to express a song’s 
rhythm. The time signature of a song must be considered in this statistic. “Composers 
generally indicate the meter o f a piece by using a time signature”.59 Musical time 
signatures are written as a fraction and use the numerator to denote the number o f beats in 
a measure and the denominator to signify the note that is equal to one beat For example, 
a 4/4 time signature specifies that there are four beats in each measure and a quarter note 
equals one beat
Rhythmic density was figured by dividing the total number o f rhythmic notes by 
the total number of musical measures. The resulting score was compared to the 
numerator in that song’s time signature. If the rhythmic density score was greater than the 
numerator, the piece was considered rhythmically dense; if the score was less than the
Cerulo. Analyzing 329.
S9 Cerulo. Analyzing 329
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numerator, the piece was considered rhythmically sparse; and if the score equaled the 
numerator, the piece was considered rhythmically average.60
Rhythmic density scores reveal whether or not the composer maximired the 
rhythmic potential by using numerous notes to produce a rhythmically dense composition 
or did just the opposite, creating a rhythmically sparse song. The sample songs produced 
a wide range of density scores. ‘Give Peace A Chance’ had a rhythmic density score of 
6 39 which means it had an average of over six notes per measure, a number greater than 
the numerator of the song’s time signature (4/4). Therefore this song was considered 
rhythmically dense. ‘Little Boxes’ was written in 3/4 time and has a rhythmic density 
score o f 1 00. This indicates that the song has an average of only one rhythmic note per 
measure, a number that is less than the numerator of the song’s time signature, and so 
‘Little Boxes’ was considered rhythmically sparse.
Rhythmic deviation examines how accents and syncopation are used by composers 
to alter or enhance conventional rhythmic patterns. A musical accent is created by 
stressing or emphasizing a single note. Accented notes are marked on musical scores with 
this symbol < and are “played somewhat louder than the surrounding notes”.61 
Syncopation occurs when certain beats o f a measure are accented “that are ordinarily 
unaccented” .62 For example, in a four beat musical measure the first and third beats 
usually rhythmically dominate. When that common pattern is altered and the second
Cerulo. Analyzing 329.
61 Joseph Kerman and Vivian Kerman. Listen (New York, NY: Worth Publishers. Inc.. 1972) 379.
62 Kerman and Kerman. 383.
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and/or fourth beats are accented, then a syncopated beat is created. When either accents 
or syncopation or both are found in two or more consecutive rhythmic measures, than 
these measures are called musical strings.6''
Rhythmic deviation was calculated by counting the instances of accents or 
syncopation and then multiplying that number by the square root of the number of musical 
strings. The resulting product was divided by the number of musical measures to produce 
the rhythmic deviation score. This formula identifys the number of instances of 
syncopation and also “considers the distribution of those occurrences”.64 Extensive 
syncopation scattered throughout a song may have less impact than a limited number of 
syncopated measures concentrated in specific locations of the composition The deviation 
score for ten o f the sample songs was zero, indicating no rhythmic deviation present in the 
song. O f the songs that did register a rhythmic deviation score, ‘Ruby Don’t Take Your 
Love to Town’ had the highest score at 8.55. This song had a syncopated rhythm 
throughout the entire composition. ‘Requiem for the Masses’ had fewer instances of 
syncopation (48 syncopated beats in 4 musical strings) which was reflected in it’s rhythmic 
deviation score of 1.45.
The overall rhythmic syntax is a summary measure based upon the scores from the 
four rhythmic components. To create this measure the four scores were standardized and 
factor-analyzed This process weighted each of the four rhythmic calculations. The 
summary formula is: O 'erall Rhythmic Syntax = 89 Frequency + .89 Magnitude + .53
63 Cerulo. Analyzing 330.
64 Cerulo. Analyzing 330.
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Density + .52 Deviation. This measure, similar to the overall melodic syntax, produces an 
overall syntax score that allowed the researcher to chart each song on a continuum from 
basic to embellished rhythmic syntax and compare their placement in relationship to other 
sample songs. The rhythmic component scores and overall rhythmic syntax for each 
sample songs are listed in Table VI:65
Table VI 
Rhythmic Studies Summary
Song # Title Freq. Mag. Den. Dev. Overall
Rhythmic
Syntax
1 Blowin’ in the Wind .13 .13 2.47 s 0 -2.21
2 500 Miles Away From 
Home
.25 .25 3.38 s 0 -1.73
3 Little Boxes 0 0 1.00 s 0 -2.83
4 The Times They Are A- 
Changin’
36 .71 1.14 s 0 -1.71
5 Eve of Destruction 1.10 1.25 2.25 s 0 -.16
6 Universal Soldier 1.82 .91 5.65 d 0 1.18
7 Cruel War 1.74 2.26 2.53 s 0 161
8 Billy and Sue .26 .13 2.41 s 4.93 -.99
9 For What It’s Worth 1.32 3.33 3.14s 0 2.25
10 Requiem for the Masses .70 .85 2.44 s 1.45 -.57
U Scarborough Fair/ Canticle 0 0 5.88 d 2.05 -1.25
12 Sky Pilot 1.97 1.91 4.09 d 1 84 2.32
13 Ruby, Don’t Take your 
Love to Town
1.09 1.98 2.02 s 8.55 2.35
14 Give Peace a Chance .26 .26 6.39 d 0 -1.03
15 Ball of Confusion .20 .57 9.61 d 2.35 .43
16 War 2.24 1.52 5.52 d 0 2.20
Note - The letter following the numbers in the density column designates 
whether the song’s rhythm is considered dense (d) or sparse (s).
6S Cerulo. Analyzing 333.
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Discussion of Melodic and Rhythmic Results
The melodic and rhythmic syntax o f a composition represent a communication 
strategy, consciously chosen and adapted by a composer to project a message The 
overall melodic syntax score and the overall rhythmic syntax score calculated for each 
sample song were charted to provide a visual depiction of the scores (Chart I and Chart 
II). Low scores indicate basic syntactic structure and high scores indicate embellished 
syntactic structure. The charted scores display the syntactic relationship of songs within 
the sample group and are not tied to a pre-established syntactic scale.
The syntactic measurement results were scrutinized for patterns or trends in the 
entire sample of protest songs. No pervasive patterns or trends were evident for the entire 
sample however two distinct patterns were detected that encompassed selected portions of 
the sample. Each of these distinctive patterns consisted of seven songs, or 44% o f the 
total sample.
The first pattern was found in the sample’s folk songs, which consistently 
produced low syntactic scores. Low scores are indicative of basic or simple musical 
structure. When averaging each component and both overall syntactic scores for the 
sample’s folk songs the mean values were low scores.
The second pattern was found in the seven rock style songs. The scores from 
these songs were charted at the opposite end of the syntactic continuum from the folk 
songs. When averaging each component and both overall syntactic scores for these 
songs, the resulting high scores indicate embellished structures.
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Scores from the sample’s two country western songs fell in-between the folk and 
rock song ratings. A sample size of two songs lacks sufficient data to indicate a trend; 
more research would be needed to ascertain if country western style songs are linked to 
particular syntactic scores.
The mean scores for the syntactical components o f the sample’s folk, rock and 
country western songs are listed on Table VII. Folk song and rock song syntactical 
patterns are evident from these scores. A visual image of each song’s overall syntactic 
scores is presented in Charts I and II.
Table VII 
Mean Syntactic Scores 
Clustered by Song Styles
Song
Style
Mel.
Freq.
Mel.
Mag.
Mel.
Dis.
Mel.
Ora.
OMS Rhy.
Freq.
Rhy.
Mag.
Rhy.
Den.
Rhy.
Dev.
ORS
Folk Songs 
1,2,3,4, 6, 
7,&11
.80 4.41 14% 1.36 -1.53 .61 .61 3.15 .29 -.99
Country 
Western 
Songs 8, 13
.92 4.22 22% 1.64 -1.09 .67 1.05 2.21 6.74 .68
Rock Songs 
5 ,9 , 10,12, 
14,15 & 16
1.63 8.33 37% 3.04 1.91 111 1.38 4.80 .80 .78
The two rock songs composed as dance music, ‘War’ and ‘Ball of Confusion’, 
have highly embellished structures This embellishment may have been intentionally 
chosen to attract listeners attention Melodically, these two songs are the most complex 
structures found in this sample. Both songs were released in 1970, the final year included 
in this research. They may have been part o f an emerging rock music trend that utilized
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very complex structures Additional songs from this era would need to be examined to 
verify if a trend exists.
Researchers have found that listeners respond to music in patterned and 
predictable ways. Composing songs that can successfully achieve popular music status 
may involve conforming to societal expectations regarding particular musical styles. If 
folk songs are typically composed with basic syntactic structure than listeners expect new 
folk songs to utilize that structure Listeners want to be able to hear and recognize the 
fo lk  song style. The folk songs in thi study are distinguished by their basic syntactic 
structure. The seven rock songs in this sample were composed with more embellished 
syntactic structures. Are these findings representative of the majority of folk songs and 
rock songs? Additional research would be needed to substantiate the generalizability of 
this supposition, but the melodic and rhythmic syntactical findings o f this research 
connected the use of basic syntactic structure with folk songs and embellished syntactic 
structure with rock songs.66
Chord Selection Findings and Discussion
“A chord is a simultaneous combination of notes selected for some pleasurable 
effect”.67 The chords that a composer selects can have a psychological impact on listeners
66 Cerulo. Identity 143; Variations 223.
67 Holmberg. 76.
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and set the tone of the composition Songs written with predominantly major chords are 
said to create a happy tone and songs with predominantly minor chords have the tendency 
to create a depressing or sad tone.68
All sixteen songs in the research sample (100%) were constructed with 
predominantly major chords. The percentage of major chords found in individual songs 
ranged from a low of 51% in the song ‘Scarborough Fair/Canticle” to a high of 100% 
found in four songs ‘Blowin’ in the Wind’, ‘Little Boxes’, ‘For What It’s Worth’, and 
‘Ball of Confusion’. To speculate why the entire song sample had predominantly major 
chords, we must consider the type of music being studied. The songs of this sample were 
considered popular music and Americans have traditionally demanded that their popular 
songs serve as “a medium of amusement and entertainment” 69 During times of stress, 
undoubtedly increased in an atmosphere of war, consumers of popular music listen to their 
songs as an escape, a diversion from the pressing issues of everyday life. “Americans 
understandably expected the popular song to filter reality” .70 That did not exclude 
Vietnam War related protest songs from the popular song charts, however it did seem to 
filter the selection, embracing only those songs with indirect protests and happy or up-beat 
tones.71
6S Irvine and Kirkpatrick, 276.
69 Mohrmann and Scott. 147.
0 Mohmtan and Scott. 153
1 Mohrmann and Scott. 146 - 147
Instrumentation Findings and Discussion
The choice o f instruments used to present a song has the power to “elicit different 
moods, generate different emotions and appeal to different personalities”.72 The particular 
sounds of certain instruments can produce strong symbolic significance. The 
instrumentation must function in tandem with the song’s overall tone and intent. The 
choice of instrumental accompaniment can either be considered traditional for an artist or 
a particular musical style or it can present a new blend of sound, providing a novel 
experience for listeners. Traditional or predictable instrumentation is more readily 
received and comprehended by listeners, thus it was classified in this research as having 
high ascriptive value. Songs with nontraditional instrumental accompaniment were 
classified as having low ascriptive value.
The musical accompaniment in fourteen of the sixteen sample songs (87 .5%), used 
instruments that listeners associated with the particular performing artist or the style of the 
song, thereby producing high ascriptive values for popular music consumers. The two 
songs that were coded with low ascriptive value, "Requiem for the Masses’ and ‘Sky 
Pilot’, received that classification because of their use of non-traditional instruments in a 
portion of each song.
The melody and rhythm o f ‘Requiem for the Masses’ was performed by an 
ensemble containing a piano, trumpet, snare drum, conga drum, electric guitar,
' Irvine and Kirkpatrick. 275.
tambourine, and string bass The instrumentation was effective for this pseudo religious 
rock composition, however these were not instruments commonly used by the performing 
artists, The Association This song varied dramatically from the style and sound of the 
group’s previous popular songs. It did not elicit familiarity and defied association with 
their existing body of popular compositions, classifying it as having low ascriptive value.
‘Sky Pilot’ was released by The Animals, a group that recorded a wide range of 
rock songs. This composition had a religious theme and was accompanied by guitars, 
drums, marriaches, violins, cellos, violas, various percussion instruments, and a bagpipe. 
The bagpipe is a very unusual instrumental choice for rock music and was used 
infrequently. It is an ancient instrument and in the single interlude in which the bagpipe 
sound dominated the song, it created an eerie sense of history. This could be attributed to 
lyrical references regarding the timeless nature of war with it’s inevitable death and 
destruction and the continuity of experiences that links all generations, races and nations 
that have faced war. These topics were alluded to in ‘Sky Pilot’s’ lyrics and the same 
sentiments were echoed in the sound of the song. The physical, emotional and cognitive 
associations created through this unique blend of instrumental sounds in a rock music style 
song presented a new experience for listeners, thus the song was classified as having low 
ascriptive value.
The fourteen songs classified as having high ascriptive values in their 
instrumentation were typical of other songs on Billboard’s charts, but these were Vietnam
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War related protest songs and protest songs were rarely included on the Top 100 popular 
song charts.
How did these protest songs overcome commercial barriers and reach the level of 
sales and popularity required to attain chart ranking? These songs achieved that status 
because their sound was traditional and predictable and they were performed by popular 
artists. Their familiar sound accelerated the communication process and allowed these 
songs to be designated as having high ascriptive values.
TABLE V m  
Chord Selection and Instrumentation
Song
n
Song
Title
%
Major
Chords
%
Minor
Chords
Primary
Instruments
Ascriptive
Value
1 ‘Blowin’ In The Wind’ 100 0 Acoustic guitar High
2 ‘ 500 Miles Away 
From Home’
73 27 Acoustic guitar High
3 ‘Little Boxes’ 100 0 acoustic guitar High
4 ‘The Times They Are 
A-Changin’
80 20 Harmonica, 
acoustic guitar
High
5 ‘Eve of Destruction’ 90 10 drums, electric 
guitar, 
harmonica
High
6 ‘Universal Soldier’ 71 29 acoustic guitar High
7 ‘Cruel War’ 82 18 acoustic guitar High
8 ‘Billy and Sue’ 86 14 drums, electric 
guitar, 
harmonica
High
9 ‘For What It’s Worth’ 100 0 Drums, electric 
guitar, 
keyboards
High
10 ‘Requiem For The 
Masses’
v0 10 piano, trumpet, 
drums, guitar, 
string bass
Low
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Song
#
Song
Title
%
Major
Chords
%
Minor
Chords
Primary
Instruments
Ascriptive
Value
11 ‘Scarborough 
Fair/ Canticle’
51 49 acoustic guitar, 
electric guitar, 
harpsichord, 
bells
High
12 ‘Sky Pi'ot’ 69 31 electric guitar, 
drums, 
bagpipes, 
strings, 
percussion
Low
13 ‘Ruby, Don’t Take 
Your Love To Town’
71 29 snare drum, 
guitar, 
mandolin
High
14 ‘Give Peace A Chance’ 93 7 electric guitar, 
drums, 
tambourine
High
15 ‘Ball o f Confusion’ 100 0 electric guitar, 
drums, 
cymbals, 
trumpet
High
16 ‘War’ 55 45 electric guitar, 
keyboards, 
drums,
| tambourine
High
Song Categorization Results and Discussion
The songs that protested American involvement in Vietnam and it’s direct effects 
on American life oefy easy categorization. Previous researchers developed detailed 
classification systems based on a variety of assessment criteria. Using those systems many 
o f the sample songs fell simultaneously into multiple categories and others didn’t fit in any 
o f the categories. Therefore research data from the approaches used in this study - lyrical 
analysis, structure and style evaluation and musical elements examination was merged to
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assess the overall tone and to look for themes and patterns present in the musical 
messages From this assessment a broad classification system was selected from the 
protect song research of Thomas and Denisoff and I ,evine This system has three 
categories, songs that promote the ideology of the social movement, in this case anti-war 
ideology, songs that recruit members to a social movement and songs that create 
organizational cohesion. These categories of musical functions correlate with the 
progressive stages of growth of social protest movements.73
The lyrical content o f a protest song can indicate its application in a movement. 
Songs that are popular early in the life of a movement serve to raise consciousness about 
the issues. Protest songs from the first stage of a movement characteristically introduce 
problems, but seldom provide solutions. The introduction of problems is meant to disturb 
a listener’s concept o f the status quo and in so doing stimulate the idea that problems do 
exist, thus promoting ideology These songs characteristically present negative 
impressions of current circumstances, assume a rather simplistic worldview, and the 
musical messages tend to be expressive rather than instructional. These songs typically 
have ‘sing-along’ melodies and lyrics that encourage listener participation. Through 
repeated participation individuals start to internalize the concepts, thus these songs can 
become self-persuasion tools. Songs that fulfill these entry level functions would be 
classified as songs that promote ideology.74
3 Denisoff and Levine. 119. Thomas. 262.
74 Stewart. 244.
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As a movement grows, more supporters are needed and songs are used to actively 
recruit members. Songs from the second stage are narrowly focused and “ specifically 
designed to appeal to believers”.75 These songs often portray “innocent victims versus 
wicked victimizer” and encourage listeners to identify with the oppressed people.76 This 
provides the impetus for joining the movement. Protest songs are effective because they 
foster the “desired feeling of solidarity among members of a movement or a specific 
worldview”.77 According to the selected categorization system the role of songs in the 
second stage o f a social movement is to recruit members.
The third and final stage o f a protest movement is marked by songs that strive to 
create organizational cohesion through “in-group” communication. The songs are geared 
to sustaining the faithful and may even evoke negative responses from non-believers. 
“These songs tell o f the movements strengths, bravery and commitment and the 
opposition’s fear o f the movement’s growth”.78 The goal o f these songs is to achieve 
unity within the movement However unity can be an illusive goal as movements wind 
down, wear out or just disintegrate.
Fifteen of the sixteen sample songs (94%) were classified in the first broad 
category as songs that promoted ideology. The historical timing of these musical 
messages served to increase awareness of problems, issues, and the human consequences 
o f America’s involvement in Vietnam, although the word Vietnam was not present in any
75 Denisoff and Levine, 120.
76 Stewart. 242.
Thomas. 262.
8 Stewart. 245.
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of the sample songs The songwriters created that awareness through a wide array of 
topics and situations that all served consciousness raising roles.
‘The Times They Are A-Changin’ was the only sample song classified in the 
second broad category, recruiting members to a social movement. The lyrics o f this 
composition made an impassioned plea calling for listener involvement. The lyrics are 
engaging, almost poetic but the call to action is indirect. Due to the ambiguity of the 
references, this song can have multiple interpretations. It could be protesting the Vietnam 
War (and the song was used extensively by the anti-war movement) but it could also be 
used to protest o th c  causes such as civil rights or ban-the-bomb.
Protest songs on Billboard’s Top 100 Popular Song charts had massive audiences. 
It seems predictable that they would be songs from the first stage of a social movement 
that only introduced problems and promoted ideology. The lone exception, ‘The Times 
They Are A-Changin’, based it’s popularity on the skillful wording of its lyrics and the 
ambiguity o f its call to action, which would have broadened its audience appeal. The 
sample songs were not vicious attacks on the American government, parodies of the 
enemy, or satirical interpretations of the status quo, as can be found in numerous Vietnam 
War protest songs. Table IX catalogs the themes presented in the sample songs.
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Table EX 
Song Themes
Song
#
Title Description of Themes
1 Blowin’ In The Wind A folk song style plea for awareness of 
the problems of war and civil rights
2 500 Miles Away From Home A folk song style lament of a poverty 
stricken person missing home, with all 
of its various connotations The anti­
war movement used the song to focus 
on the sadness connected with a forced 
separation from one’s home.
3 Little Boxes A sarcastic, folk song style 
interpretation of society’s expectations 
of conformity, even at the price of 
losing one’s individuality. This song 
was used by the anti-war movement to 
protest the draft
4 The Times They Are A-Changin’ A gentle folk song style call to action. 
The songwriter poetically rails against 
the problems of the draft, the 
generation gap, and government 
proliferation of war. The song lyrics 
challenge listeners to stand up for what 
is right, in essence recruiting members 
for the anti-war protest movement.
5 Eve O f Destruction A pessimistic rock style plea for 
awareness of the problems of war, civil 
rights, potential nuclear holocaust, hate 
between nations and races and 
hypocritical religious practices.
6 Universal Soldier A folk song style petition to listeners 
for awareness of war and mankind’s 
guilt for not trying to put an end to 
war
97
7 Cruel War A love ballad presented in folk song 
style that tells of anticipated pain of 
separation between a soldier and his 
beloved as he eaves to fight in a war. 
This song was written for the Civil War 
but the 1966 release was associated 
with soldiers departing for duty in 
Vietnam,
8 Billy and Sue A sad country western style ballad 
about Billy and Sue’s romance before 
the war, the break up of their 
relationship while he was on active 
duty and Billy’s untimely death in 
battle.
9 For What It’s Worth A slow rock style plea for awareness of 
the problems of the generation gap, 
violence in the streets, war, and 
paranoia of “big brother” or the extent 
o f government control over citizens.
10 Requiem For The Masses A mournful blend of religious music 
presented in a rock style. This dirge 
juxtaposes phrases from a Catholic 
mass for the dead with descriptions of a 
soldiers death, a bull fight and a plea 
for authoritative attention to these 
tragedies.
11 Scarborough Fair/Canticle A historical, folk style love song 
layered with a war protest The love 
song speaks of idyllic plans for the 
future while the quieter, but penetrating 
war protest simultaneously chides 
listeners for their ignorance of war.
The protest describes a soldiers 
preparation for battle, a general’s order 
to kill and “fight for a cause they’ve 
long ago forgotten” The subtle blend 
of themes creates a haunting effect that 
lingers in listeners’ minds.
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12 Sky Pilot This protest song is a moderately fast 
rock style that describes the 
interactions o f an Air Force Chaplain 
and enlisted soldiers. The lyrics 
chastise the clergy for their role in war 
-Blessing the boys and dispensing false 
hope as they go into battle, where 
many will die The contradiction of 
these actions with the teachings “Thou 
shalt not kill” creates tension in the 
song and introduces listeners to several 
problems connected to war.
13 Ruby, Don’t Take Your Love to Town This is a country western style ballad 
about a love that has ended due to the 
war. The singer is a paralyzed veteran 
who wails with pain, frustration and 
humiliation about the way Ruby, his 
past love, treats him now.
14 Give Peace A Chance A rock song that begs for awareness o f 
a wide range of problems and touts 
peace as the all encompassing answer 
to the woes of the world.
15 Ball O f Confusion Rock music with a dance rhythm that 
raises a myriad o f problems including 
racism, political corruption, lack of 
religious faith, the draft, drug abuse, 
violence at home, unemployment and 
the confusion young people feel when 
faced with these issues.
16 War Rock music with a dance rhythm that 
presents a dismal commentary o f the 
meaningless tragedy of war and its toll 
on the lives of all those touched by its 
horror. It is also a solution-less plea 
for a better way to achieve freedom 
than war.
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Sample folk and country western song lyrics introduce listeners to one, two or 
three problems with the status quo. Sample rock song lyrics present a minimum of three 
problems and a maximum of 26 problems. Some form of protest against the war in 
Vietnam is included as a problem in every sample song. This is the lyrical theme that links 
this sample. These mild protests must have been palatable to the masses, as proven by 
their Billboard chart rankings. Sample songs invited listeners to consider the problems of 
the era as presented in the musical messages of these protest songs.
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Chapter Five -Summary and Future Directions
The 1960’s were very turbulent times in American society The Vietnam War 
created battle lines on the home-front between the young and the old, and patriots and the 
counter culture. During these years, protest songs were evidence of the discontent of 
American youth. Musicians lead the anti-war battle cry with their songs providing a voice 
for the helplessness, confusion, anger and defiance felt by many young Americans.1 The 
protest songs of this era experienced an unprecedented surge in popularity; some were 
even ranked on Billboard’s popular song charts, receiving substantial radio airplay. Their 
messages introduced listeners to war related problems and furnished an opportunity to 
mobilize public opinion. These “songs helped define, and in many ways still do, what 
Vietnam meant and still means to millions of Americans”.2
This thesis focused on two central research questions: What were the messages in 
popular Vietnam War related protest music? How were those messages conveyed?
A wide range of protest messages was encompassed in the sample songs. ‘Little 
Boxes’ presented a lighthearted approach to a problematic issue of cultural conformity. 
‘Universal Soldier’ gently chastised listeners with a soulful plea for awareness of 
mankind’s guilt in the proliferation o f war A pounding rhythmic beat accompanied the 
recitations of an entire litany of the perceived problems of the era in ‘Give Peace A 
Chance’. The classification as protest songs related to the Vietnam V’ar and their popular 
music status, as defined by their ranking on Billboard charts, were the links that bound the
' Hirsch, 373.
: Storey. 101.
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sample songs together.
The sample songs introduced listeners to perceived problems in the status quo. The 
combination of music with a lyrical message provided an effective way to increase 
awareness and raise consciousness Recognition of these problems was part of the 
ideology of the anti-war movement. Thus, fifteen of the sixteen sample songs were 
categorized as first stage protest songs that promote ideology. The one remaining song 
also introduced audience members to problems of the era, but went further by calling 
listeners to action. The call to action was a gentle request and functioned as a membership 
recruitment tool for the anti-war movement. This song was categorized as a second stage 
protest song that served to recruit members.
These protest songs were composed and performed by individuals who were faced
with the reality o f war. The majority of these musicians were young men in a society that
expected patriotism and a sense of duty from every citizen. Their sentiments are echoed in
sample song lyrics:
‘ The Times They Are A-Changin'
There’s a battle outside and it’s ragin’
It’ll soon shake your windows and rattle your walls
‘Eve o f  Destruction'
And don’t ya understand what I’m tryin’ to say;
And can’t you feel the fears that I’m feelin’ today,
If the button is pushed, there’s no runnin’ away,
There’ll be no one to save, with the world in a grave 
Take a look around you boy, it’s bound to scare you boy.
‘Cruel War ’
Tomorrow is Sunday, Monday is the day 
that your captain will call you, 
and you must obey.
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A generation of youth, whose fathers and grandfathers had fought in World War One, 
World War Two, and the Korean War, was faced with the prevailing societal belief that 
military service was an honor and an obligation 
'Billy and Sue '
To fight for his country and the girl he loves 
That’s a soldier’s only pay
'Ruby, Don 7 Take Your Love To Town'
It wasn’t me that started that old crazy Asian War,
But I was proud to go and do my patriotic chore
But Vietnam was different. This was a war that a large percentage of Americans did not
understand or support. Young men were asked to turn their backs on their misgivings,
fears and pacifist beliefs to fulfill expectations o f military service. Subsequently, thousands
of young soldiers died as they carried out their patriotic chore.
'Sky Pilot'
You’re soldiers o f God 
You must understand 
The fate o f your country 
Is in your young hands 
May God give you strength 
Do your job real well 
If it all was worth it 
only time will tell.
'Requiem For The Masses"
Red was the color of his blood flowing thin, 
pallid white was the color of his lifeless skin 
Blue was the color o f the morning sky 
He saw looking up from the ground where he died
Sample songs brought awareness of the problems associated with war and gave voice to
the fears o f being sucked into those problems
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‘For What I t ’s Worth'
There’s something happening here 
what it is ain’t exactly clear 
There’s a man with a gun other there 
tellin’ me I’ve got to beware 
I think it’s time we stop, 
children what’s that sound?
Ev’rybody look what’s goin down.
‘War’
War, 1 despise
‘cause it means destruction of innocent lives 
war means tears in thousands of mothers eyes 
when their sons go out to fight 
and lose their lives.
Induction, then destruction, 
who wants to die?
As the war continued with no victory or defeat in sight, frustration set-in. Sample songs
looked for someone to blame, but found the search self-incriminating.
‘Slowin ' In The Wind’
How many deaths will it take
‘till he knows that too many people have died?
How many ears must one man have 
before he can hear people cry?
How many times can a man turn his head 
and pretend he just doesn’t see?
‘Universal Soldier ’
He’s the universal soldier 
and he really is to blame.
His orders come from far away no more.
They come from here and there and you and me 
and brothers, can’t you see.
This is not the way we put an end to war.
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By 1970, one composer angrily compared the situation to a “ball o f confusion with fear in 
the air, tension everywhere” 3 Another composer chanted “all we are saying, is give peace 
a chance”.4
The sample songs represent the voices of youth in their varied formats. For 
several of the sample song composers such as Donovan, Dylan, McGuire and Starr, their 
songs represent their early involvement in anti-war efforts. These songs may have served 
the dual function of creating an awareness of problems amongst listeners and drawing the 
composer into the movement.
Composers did not select a particular musical style because it was popular. Each 
song’s style apparently was selected based upon the composer’s personal preference. 
Humans are drawn to particular styles and sounds that they enjoy; likewise, musicians 
gravitate to a style where they are comfortable, proficient and one they personally enjoy 
The fact that a particular musical style may be currently “en vogue” (part o f the 
mainstream popular music), may have provided a musician who composed in that style 
with an opportunity for commercial success. However if a composer’s objective had been 
solely commercial, protest music would not have been a logical choice. Historically, 
protest songs seldom reach popular music status. “The intensely competitive popular 
music business is so tenuous, that most artists wouldn’t take the risk of producing protest 
music unless they themselves were steeped in the ‘cause’ ” .5
All of the sample songs promoted anti-war movement ideology by introducing 
listeners to problems with the status quo. Lyrics embodied a myriad of war related issues
3 ‘Ball of Confusion” by Norman Whitfield and Barrett Strong.
Give Peace A Chance by John Lennon and Paul McCartney.
5 Lull, 368.
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that affected the human condition and crystallized the feelings o f many young Americans. 
The lyrics of popular songs were ‘sanitized’ when compared to the stronger, more direct 
lyrical content of the broad range of war protest songs. This “less antagonist” approach 
allowed the songs to commingle with mainstream music and may have contributed 
towards their ability to achieve Billboard status.
How were the messages conveyed? Lyrically the song sample was composed of 
mild protest songs whose styles blended with the popular music o f the era. The words 
were generally expressive, simplistic reactions to perceived societal problems. All the 
songs protested some aspect of war, however none of them provided solutions that would 
end the fighting and alleviate the miseries associated with war. Their references to war 
were general; the songs did not address specific instances or even include the word 
“Vietnam” in their lyrics. The lyrics were predominately set in the present, involved 
action, projected a negative view of the status quo and used personal pronouns 
extensively. These features are typically found in protest songs. The sample songs that 
were categorized as folk songs took a simplistic approach, addressing one, two or three 
problems with the status quo. Rock music is more lyrically complex. Sample rock scngs 
introduced between three and twenty-six issues in their lyrics. Lyrics that are open to 
multiple interpretations further increase the complexity of the messages.
Structurally, the sample songs made extensive use of redundancy devices. These 
devices encourage listeners to connect with the lyrical message, speeding the 
communication process The devices found in this sample include, highly repetitive lyrical 
structures, pervasive use o f choruses, incorporation of an artist’s distinctive style or 
sound, adaptation of older melodies, use of a story format, references to historic people,
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commonly known geographic locations and other current songs, inclusion of parallelism 
and double entendres in the lyrics. Redundancy devices are typically found in popular 
music and the inclusion o f these devices may have allowed protest songs to assume an 
illusion of conformity with mainstream popular music.
The folk song revival of 1958-1964 saw an increased popularity of folk songs. By 
1965, rock music was coming of age. Country western songs, which seem to be 
perennially popular, were listed on Billboard charts throughout the time period studied in 
this research. Folk, rock and country western songs were included in the sample. The 
musical styles o f the sample songs follow popular trends of the era, unrelated to their 
protest function.
An exa^ lination o f the sample songs’ musical elements found that no single musical 
syntax was associated with this sample o f protest songs. Two distinctive syntactical 
trends were evident that were linked to specific musical styles. Sample folk songs were 
composed in a basic melodic and rhythmic style while the sample rock songs gravitated 
toward a more embellished melodic and rhythmic syntax. The sample’s two country 
western songs fell in-between, but there was insufficient data to determine if a trend exists.
All sample songs were composed with predominately major chords, typical of 
popular music styles. Popular music is used to relieve stress, amuse and entertain. Major 
chords are commonly associated with happy or up-beat tones and are well suited to 
popular music The instrumentation chosen in 87% of the sample songs was traditional 
for the musical style of each song and for the artists who released the sample version.
Overall, the song messages were conveyed in typical proiest song patterns evident 
in the music’s lyrical tone Structurally, the sample songs had high ascriptive values that
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allowed them to blend with the popular music o f the era Their styles, use of major chords 
and traditional instrumentation were reflections of current popular music trends. The 
musical elements distinguished the songs by their style, rather than their protest function.
A passage from the Talmud advises “if you want to understand the invisible, look 
carefully at the visible” . The visible lyrics, structure, style and musical elements of the 
sample songs have been carefully studied, but what can be surmised from these studies 
about the invisible aspects of these protest songs? What purpose did these songs serve?
Children raised in the United States of America are nurtured with the beliefs that 
the world should be ordered, fair, moral and just. Individuals draw mental lines of 
demarcation that aid with classifying experiences as appropriate or inappropriate, good or 
bad, right or wrong. Individuals use these guidelines to determine what is appropriate to 
be included in society and what should be excluded.
What happens though when the magnitude of societal events are so overwhelming 
that they preclude individuals’ choices? What happens when that societal event is a war, 
growing daily and decimating your generation?6 A war fought in a country halfway 
around the world, fought to free people who did not want American intervention? Does 
this make sense9 Did this situation comfortably fit on the “appropriate” side of the mental 
line o f demarcation for American youth of the 1960s9 For many it did not. Even with the 
added elements of patriotism and honor, this fight was categorized as immoral, unfair and 
unjust in the minds of many American youth. The Vietnam War incited youth to cry out 
to their peers for awareness and help in dealing with the reality of the situation
'Two and a half million Americans served in Vietnam. Just over fifty-six thousand died and a third of a 
million were wounded. Casale and Lerman, 57.
108
Humans use songs in troubled times to voice their concerns, share their miseries 
and relieve stress. The youth of the 1960s expressed their fears and frustrations in their 
popular music. These songs were composed by the young, for the young, using the 
language of the young. These were not the songs that would have consoled a different 
generation The songs revealed a sadness because the singers lives seemed to be beyond 
their own control; the lyrics voiced feelings o f confusion, injustice and helplessness Many 
youth interpreted the political actions that established American involvement in Vietnam 
as a compromise of their societal beliefs The generation gap widened to a chasm of 
distrust when those who had the power to influence governmental decisions did not use 
that power American society demanded conformity, patriotism and military service from 
its youth, ignoring their objection to the War.
Voicing these issues in popular music gave some level of credibility to those 
concerns. Mass acceptance of the music rocketed the protest songs to Billboard popular 
song status Popular music played on the radio was one way that young listeners learned 
about the War. The protest songs served as a rallying cry for people with similar 
worldviews and a vechile to identify with war related issues.
The songs were played loud so a listener could lose themselves in the music. The 
increased volume dominates the listeners’ thoughts and lets them feel the rhythm of the 
music, the power o f the musical tones, text washes over a listener and intensifies the 
experience The songs used personal references to create a sense of identification 
between the listener, the singer and the issues Lyrical action described in the present 
tense creates a sense of urgency.
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Although the songs did not present solutions to the war related problems because 
the young did not yet have the breadth of live experiences needed to formulate solutions, 
they were very clear about their desired end product. Stop the War! The songs resonate 
with the question of why do war and hate exist? Why must we serve as soldiers and fight 
this war? The songs tell how war separates lovers and families, how it causes spiritual 
confusion, requires individuals to compromise their personal beliefs and speaks of the 
ultimate fears o f death and dying. The sample songs of 1963 to 1970 mirrored a change in 
societal attitudes as they progressively included more direct references to war related 
problems and in a tone that revealed increasingly higher levels of tension and frustration. 
As the war escalated, so did the volume and intensity o f the music.
The mental lines o f demarcation had clearly been crossed in the minds of many 
American youth. Young soldiers were fighting and dying in the Vietnam War; protest 
music was one poignant form of response. These protest songs serve as enduring artifacts 
of the social unrest o f the era.
Future Research
“There is a continuing need in communication research and criticism for a real 
understanding o f non-traditional communication forms Early efforts regarding popular 
music focused principally on lyric content leading to a one-dimensional perspective”.7 
To expand this perspective the theories of Booth, Cerulo, Gonzalez and Makay,
Rein and Springer, 254.
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Holmberg, Irvine and Kirkpatrick, Knupp, Thomas and Weisman were utilized in this 
research. Each sample song was studied through a lyrical analysis, structure and style 
evaluation and an examination of the song’s musical elements to determine its full 
communication significance. Utilizing this combination of research methods was unique.
Musicologist John Blacking once said that “music can bridge the gulf between the 
true state of human beings and the predicament of particular human beings in a given 
society, especially the alienation that springs from the class struggle and human 
exploitation”.8 The popular protest songs of 1963 to 1970 serve as an abiding musical 
testament to the human struggles of the Vietnam War years and these same songs provide 
a bridge to study the popular protest songs of that era.
Future research could extend the scope of this study by replicating the research 
method and examining Vietnam War protest songs that did not achieve Billboard status.
The sample might include a wider range of songs, perhaps from a longer time period, 
allowing a researcher to compare and contrast the data and ascertain if trends, patterns or 
cycles exist.
More could be learned about the evolution of musical communication strategies 
over time by completing a longitudinal analysis o f a single song. The evolution of the 
song could be tracked throughout time as it was recorded, adapted and re-recorded by 
different artists. This concept could also apply to the evolution of communication 
strategies employed by a single musician over the span of his or her career.
Musical research could focus on the microscopic examination of a single musician,
8 John Blacking quote in K. Gourlay, "Towards Humanizing Ethnomusicologv," Ethnomusicology 
26(1982): 414.
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song or type of songs or expand to macroscopic generalizations o f how music is 
perceived by listeners. Musical measurement allows the researcher to identify particular 
musical communication strategies. Further study might be able to gauge the effectiveness 
of those strategies. Knowledge of the subliminal effects of musical techniques such as 
syncopation, accents, note density and melodic magnitude may have value to musicians, 
politicians and advertisers who use songs persuasively.
Human beings are “homo musicus, beings who sing as well as speak” 9 We use 
music as a language to communicate messages on topics that include the entire spectrum 
of human life. “Music sound texts capture something quintessential about human selfhood 
that could not be communicated by other means”.10 This method o f communication is 
sent and received on physical, emotional and cognitive levels. This thesis examined 
popular protest music, a cultural domain of young people. The sample songs are relics o f 
the musical mass media’s response to the Vietnam War. They provide a glimpse into the 
past and revealed that the songs were used to introduce problems and promote ideology. 
This study concluded that the sample songs’ lyrical tone and content were the 
distinguishing factors that differentiated them from mainstream music. “Familiarity with 
the popular cultural texts surrounding profound recurrent events such as war is critical to 
understanding both the nature of the events and the historical era in question”.11 If this 
research is viewed as a beginning, rather than an end, future studies could build upon these 
findings.
9 Stephanie Nelson and Larry Polansky, "The Music of the Voyager Interstellar Record,” Journal of
Applied Communication Research 21(1993) article 5:1.
,0 Nelson and Polansky. 1.
11 Scodari. 16
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Song is an evolving, powerful, and uniquely human form of communication and 
provides a rich source for continuing research. From the poetic lyrics of Bob Dylan:
Come writers and critics 
Who prophesies with your pen 
And keep your eyes wide 
The chance won't come again 
And don’t speak to soon 
For the wheel’s still in spin 
And there’s no tellin’ who 
That it’s namin’
For the loser now
Will be later to win
For the times they are a-changin’
APPENDIX
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Song Number
Music Key
u
£
1
E -
Blowin' in the Wind
MELODY
10
8
6
<1
2
0
2
to cn r>t
D u r a t io n
Melody
F re q u e n c y  0 .9 4
M a g n itu d e  3 .6 8
C o n ju n c tn e s s  8 6 %
O rn a m e n ta tio n  1 .9 7
O verall M elodic S y n tax  -1 .3 7
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
|  (F ) + (G ) ] /  M e a su re s  
I (H ) + (I) ] /  M e a su re s  
R e f e r  t o  P a g e  7 6  
( N o te s  X S q R t (D ) ] /  (E)
.9 0  F re q u e n c y  + .9 0  M ag n itu d e  ♦ .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
RHYTHM
C  2 5
0 5
•O' 'C' <’?  t?1 «2b <? <oV <b' •Tr’ ^  sss ^  $
P o s i t i o n
<3
R h y t h m F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 .1 3 [ (J )  + (K) 1 / M e a s u re s
M a g n itu d e 0 .1 3 [ (L) ♦  (M) ] /  M e a su re s
D en s ity 2 4 7 N o te s  /  M e a su re s
D eviation 0 ,0 0 [ N X S q rt ( 0 )  ] /  M e a su re s
O vera ll R y thm ic S y n tax -2 .21 8 9  F re q u e n c y  + 8 9  M agn itu d e  + .5 3  D ensity  + .5 2  D eviation
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation
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Song Number
Music Key
2
G
500 Miles Away From Home
U
£
MELODY
5
A
3
2
1
0
-1
-2
-3
A
-5
-6 in O) <T> 0>m r> in in mro r- co in
D u ra t io n
Melody
F re q u e n c y  1 .0 0
M a g n itu d e  5 .7 5
C o n ju n c tn e s s  9 4 %
O rn a m e n ta tio n  1 .5 2
O verall M elodic S y n tax  -1 .2 6
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F) + (G ) ] /  M e a su re s  
[ ( H ) +  ( l ) ]  /  M e a su re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D ) ] /  (E)
.9 0  F re q u e n c y  + .9 0  M agn itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
RHYTHM
3 5
3
s 25
S 23a  1 5 
1
0.5
H H
P o s i t i o n
•$> ^
Rhythm
F re q u e n c y 0 .2 5
M a g n itu d e 0 .2 5
D en sity 3 3 8
D eviation 0 .0 0
O verall R y thm ic S yn tax -1 7 3
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (J) + (K) ] /  M e a su re s  
[ (L) + (M ) ] /  M e a su re s  
N o te s  /  M e a s u re s  
I N  X S q rt (O ) ] /  M e a s u re s
.8 9  F re q u e n c y  + .8 9  M ag n itu d e  + .5 3  D en s ity  + 5 2  D eviation
R hy thm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
cuiijunglt ess, ornamentation, density and deviation.
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Song Number 3 Little B O X B S
Music Key C
-----------
18 
16 
14
4= 12
I  '»
8
6 
4
2 
0
Melody F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  I n  S o n g  T a b l e )
F re q u e n c y 1 5 6 | (F) + (G ) ] /  M e a su re s
M a g n itu d e 9 .21 I (H) + (I) ] /  M e a su re s
C o n ju n c tn e s s 5 1 % R e f e r  t o  P a g e  7 6
O rn a m e n ta tio n 1 .1 3 [ N o te s  X S q R t (D ) ] /  (E)
O verall M elodic S y n ta x 2 .1 0 .9 0  F re q u e n c y  .9 0  M a g n itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
MELODY
<T> ©^r in inino T^CO GOm (D O ID
D u ra t io n
RHYTHM
4 ------------------------------------------------------------------------------------------
3 . 5 --------------------------------------------------------------- :-----------------------------
3 --------------------------------------------------------------------------------------------
2 2 3
O  1 5 
1
0    ,--------- ,------------------- ,---------   .---------1--------- 1---------     1--------- 1--------- ,---------     p------
1 4 7 10 13 16 19 22 25 28 31 34 37 40 43 46 49 52 55
P o s i t i o n
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  I n  S o n g  T a b l e )
F re q u e n c y 0 .0 0 [ (J )  + (K) ] /  M e a s u re s
M a g n itu d e 0 .0 0 [ (L) + (M ) ] /  M e a s u re s
D en s ity 1 .0 0 N o te s  /  M e a s u re s
D eviation 0 .0 0 [ N X S q rt ( 0 )  j /  M e a s u re s
O verall R ythm ic S y n tax -2 .8 3 .8 9  F re q u e n c y  ♦ .8 9  M ag n itu d e  + .5 3  D en s ity  + .5 2  D eviation
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
117
Song Number
Music Key
4
G
The Times They Are A-Changin'
MELODY
8
7
6
5
4
3
2
1
0 <0O o> o co oN.CM(N inCN <Dr—<*>ro
D u r a t io n
Melody
F re q u e n c y  0 .4 3
M a g n itu d e  1 .7 9
C o n ju n c tn e s s  1 0 0 %
O rn a m e n ta tio n  1 .0 0
O verall M elodic S y n ta x  -3 .3 3
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F ) + (G ) I /  M e a s u re s  
[ (H ) + (I) ] /  M e a s u re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D ) ] /  (E )
.9 0  F re q u e n c y  + .9 0  M ag n itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
RHYTHM
C  2 5
0 5
1 4 7 10 13 16 19 22 25 28 31 34 37 40 43 46 49 52 55 58 61 64 67 70 71 72 73 76 79 80 81 82
P o s i t i o n
Rhythm
F re q u e n c y 0 .3 6
M ag n itu d e 0 .71
D en s ity 1 .1 4
D eviation 0 .0 0
O verall R y thm ic  S y n tax -1.71
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (J )  + (K) ] /  M e a s u re s  
[ (L) + (M ) j J  M e a su re s  
N o te s  t  M e a s u re s  
[ N X S q rt (O ) ] /  M e a su re s
.8 9  F re q u e n c y  + .8 9  M ag n itu d e  + .5 3  D en sity  + .5 2  D eviation
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
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Song Number
Music Key
5
D
Eve of Destruction
MELODY
o ............... i n  1 1 . i ,T,
*- If) o> <*> r-» in O) (O N <s* r-j <n (O co v - t n a ) ( r) r ^ . » r - i o o ) c o r v . » - i r > a ) f r> r ^ . ^ - * ‘r*. o> T i n T r i n i n < o t D < b r ' - r ' - c o c o c o o > < 7 > 0 0 0
D u r a t io n
Melody F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  I n  S o n g  T a b l e )
F re q u e n c y 1 .4 5 [ (F ) + (G ) ] /  M e a s u re s
M a g n itu d e 6 4 0 I (H ) + (I) ] /  M e a s u re s
C o n ju n c tn e s s 6 2 % R e f e r  t o  P a g e  7 6
O rn a m e n ta tio n 1 .3 3 [ N o te s  X S q R t (D ) ] /  (E)
O vera ll M elodic S y n tax 0 .7 9 .90  F re q u e n c y  + 9 0  M a g n itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
3 5  
3
I 25
2 2 5
Q  1 5 
1
0 5  
0
N ^ -O' T? ^  t? b" <? < & < ? & & & &  <S> &  -<V A* ^
Position
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  I n  S o n g  T a b l e )
F re q u e n c y 1 .1 0 [ ( J )  + (K) ] /  M e a s u re s
M a g n itu d e 1 .2 5 [ (L) + (M) ] /  M e a s u re s
D en s ity 2 .4 5 N o te s  /  M e a su re s
D eviation 0 .0 0 [ N X S q rt ( 0 )  ] 1 M e a s u re s
O vera ll R y thm ic  S yn tax -0 .1 6 8 9  F re q u e n c y  + 8 9  M a g n itu d e  + 5 3  D en s ity  + .5 2  D eviation
RHYTHM
amJ ? v a a ^ w
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
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Song Number 6 Universal Soldier
Music Key A
MELODY
-14 --- - -- 1--- I--- - -------1--- -
(-> tfl O r > » r > r ' - o > * - r r> w > r ' » o > ’i - c o i o r « - o > ^ c ' >
D u ra t io n
Melody F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 .5 9 [ (F ) + (G ) ] /  M e a su re s
M ag n itu d e 4 .0 6 [ (H ) + (I) ] /  M e a s u re s
C o n ju n c tn e s s 8 0 % R e f e r  t o  P a g e  7 6
O rn a m e n ta tio n 1 .0 6 [ N o te s  X S q R t (D ) ] /  (E)
O verall M elod ic S yn tax -1 .8 9 .9 0  F re q u e n c y  ♦ .9 0  M ag n itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
RHYTHM
3 5 
3
I ”  
5 2
* 1 5
A . . A  . A , A .  A I X T O m  : f X Z K T a X - j \ . I \ . . f X -
' I' 1 IT I " l " f " F I" f | <'| I" S- 1   >"->'"i   1"T ? P II I   I1"! 1 f '* T - l ' T      I I ' I I > I  I I I TT ' I    I  I1 I 1 1 I' I 1 I I t l '"l I 11 I* I f TT  I i I I "T T 11
t - ^ u ^ c D O J C M ^ t D r ^ - o  • - ^ ■ i n c D O J o i c o c o r ^ . o ^ ^  m c o C T > r ' j r > ( O f >- o * - ,»
P o s i t i o n
Rhythm
F re q u e n c y  1 .8 2
M a g n itu d e  0 .91
D en s ity  5 .6 5
D eviation  0 .0 0
O verall R ythm ic S y n tax  1 .1 8
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (J)  + (K) ] )  M e a s u re s  
[ (L ) + (M) ] /  M e a su re s  
N o te s  /  M e a s u re s  
[ N X S q rt ( 0 )  ] /  M e a su re s
.8 9  F re q u e n c y  + .8 9  M agn itu d e  + .5 3  D ensity  + .52  D eviation
R hythm ically  D e n s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
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Song Number
Music Key
7
G
Cruel War
jj
CL
MELODY
5
4
3
2
1
0
-1
-2
-3
-4
-5
-6
D u ra t io n
Melody
F re q u e n c y  0 .5 B
M ag n itu d e  3 .11
C o n ju n c tn e s s  1 0 0 %
O rn a m e n ta tio n  1 .0 5
O verall M elod ic S y n tax  *2.81
F o r m u la e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F ) + (G) ] /  M e a s u re s  
[ (H ) + (I) ] /  M e a su re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D ) ] /  (E )
.9 0  F re q u e n c y  ♦  .9 0  M a g n itu d e  + .7 9  D is ju n c tn e s s  ♦ .3 3  O rn am en ta tio n
RHYTHM
C 2 5
ms
P o s i t i o n
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 1 .7 4 [ (J )  + (K) ] /  M e a s u re s
M a g n itu d e 2 .2 6 [ (L) ♦  ( M ) ) /  M e a s u re s
D ensity 2 .5 3 N o te s  /  M e a su re s
D eviation 0 .0 0 [ N X S q rt ( 0 )  J /  M e a su re s
O verall R y thm ic  S yn tax 1.61 .8 9  F re q u e n c y  + .8 9  M agn itu d e  + .5 3  D en sity  + .5 2  D eviation
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
Song Number
Music Key
8
c
Billy and Sue
MELODY
20
re
16
14
12
10
8
6
4
0
D u r a t io n
Melody
F re q u e n c y  1 .1 7
M a g n itu d e  5 .4 3
C o n ju n c tn e s s  7 9 %
O rn a m e n ta tio n  1 .8 9
O verall M elodic S y n tax  -0 .5 6
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F ) + (G ) ] I  M e a s u re s  
( (H) +  ( I)]  /  M e a s u re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D ) ] /  (E)
9 0  F re q u e n c y  + 9 0  M agn itu d e  .7 9  D is ju n c tn e s s  *  .3 3  O rn a m e n ta tio n
RHYTHM
4
3 5
3
C  2 5 ■O
15 2
3a 1 b
1
0 5
0
./ ~'\J ......... \ r\ i ....... v a 7— u — i  r — \t
<& <#> ^  ^  ^  v* $  ^  ^  ^
P o s i t i o n
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 .2 6 [ (J) + (K) ] /  M e a su re s
M a g n itu d e 0 .1 3 [ (L) + (M) ] /  M e a s u re s
D en s ity 2.41 N o te s  /  M e a su re s
D eviation 4 .9 3 [ N X S q rt (O ) ] /  M e a su re s
O verall R ythm ic S yn tax -0 .9 9 8 9  F re q u e n c y  + 8 9  M ag n itu d e  +  .5 3  D ensity  + .5 2  Deviation
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
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Song Number
Music Key
20 
18 
16 
14 |  12 
10 
8
9
E
For What It's Worth
MELODY
T V K T \  f \ _W_!V:.\.. -; : c r A T v o f i
- -  O
OO CD O  O
D u r a t io n
Melody
F re q u e n c y  1 .4 5
M a g n itu d e  8 .8 2
C o n ju n c tn e s s  € 5 %
O rn a m e n ta tio n  1 .6 6
O verall M elodic S y n tax  1 .3 6
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F) + (G ) ] /  M e a s u re s  
[ (H)  + ( I ) ]  /  M e a s u re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D) ] /  (E)
.9 0  F re q u e n c y  + .9 0  M a g n itu d e  + .7 9  D is ju n c tn e ss  + .3 3  O rn a m e n ta tio n
RHYTHM
iS
3 5
C  2 5
iI!^ ^  ^  T? ^  'b1' k1' t."> iJ t? *?■ «? 4> 4- <S= &  v > 1? <bN
P o s i t i o n
Rhythm
F re q u e n c y  1 .3 2
M a g n itu d e  3 .3 3
D en s ity  3 1 4
D eviation  0 .0 0
O verall R y thm ic  S y n ta x  2 .2 5
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (J )  + (K) ] /  M e a su re s  
[ (L) + (M) ] /  M e a s u re s  
N o te s  /  M e a s u re s  
[ N X S q rt (O ) ] /  M e a su re s
.8 9  F re q u e n c y  + .8 9  M agn itu d e  + .5 3  D ensity  *  5 2  D eviation
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
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song Number 10 Requiem for the Masses
Music Key G-
MELODY
a.
-10
O) f-- 
n  c n  tr> in
D u ra t io n
M e l o d y F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 1 .0 0 [ (F ) + (G ) ] /  M e a s u re s
M a g n itu d e 6 5 9 [ (H ) + (I) ] /  M e a s u re s
C o n ju n c tn e s s 8 3 % R e fe r  t o  P a g e  76
O rn a m e n ta tio n 4 .4 8 [ N o te s  X S q R t (D) ] /  (E)
O verall M elodic S y n tax 0 .21 .9 0  F re q u e n c y  + .9 0  M a g n itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn am en ta tio n
RHYTHM
H I- ' "\l niii If! l iu v i /v . — . :J - w W
r s < o c > f O f ^ i r > r - i n o ^ r ^ - ' » - ^ T c o ( n c o c o c o f O c o f ^ - ‘r ) , ' ^ o > r s i < D O f r> i ^ . ^ “ «-» - » - < r> i r > ( D r ^ ( D a ) O o O ' * “ *“ *“ r s J t N r ) f n ,« r ^ T t O N - o > 0 0 ^ - - » - r M r N f N ^ - c o
P o s if lo rT
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 .7 0 [ (J )  + (K) ] /  M e a s u re s
M a g n itu d e 0 .8 5 [ (L) + (M) ] /  M e a s u re s
D en sity 2 .4 4 N o te s  I  M e a s u re s
D eviation 1 .4 5 [ N X S q rt ( 0 )  ] /  M e a su re s
O verall R y thm ic  S y n tax -0 .5 7 .8 9  F re q u e n c y  + .8 9  M a g n itu d e  + .5 3  D en s ity  + .52  D eviation
R hythm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunclness, ornamentation, density and deviation.
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Song Number
Music Key
11
G
Scarborough Fair/Canticle
MELODY
u
£
10
8
6
4
2
0
•2
-4
-6
or-'- <£>r-.o CD-V IDIT) toO to CD <NCO
D u r a t io n
Melody
F re q u e n c y  0 .5 1
M a g n itu d e  3 .0 6
C o n ju n c tn e s s  9 0 %
O rn a m e n ta tio n  1 .6 9
O verall M elodic S yn tax  -2 .3 4
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F) + (G ) ] /  M e a su re s  
t (H ) + (I) ] /  M e a s u re s  
R e f e r  t o  P a g e  76 
[ N o te s  X S q R t (D) ] /  (E)
.9 0  F re q u e n c y  ♦ .9 0  M a g n itu d e  + 7 9  D is ju n c tn e s s  + 3 3  O rn a m e n ta tio n
4
3 5 
3
I 25 
2 2 
3a  1 s 
1
0 5
0
RHYTHM
P o s i t i o n
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 0 0 { (J) + (K) ] /  M e a s u re s
M a g n itu d e 0 .0 0 J (L) *  (M) ] /  M e a su re s
D en s ity 5 .8 8 N o te s  /  M e a s u re s
D eviation 2 0 6 [ N X S q rt (O) ] /  M e a su re s
O vera ll R ythm ic  S yntax -1 2 5 .8 9  F re q u e n c y  + .89  M ag n itu d e  ♦ .5 3  D ensity  + .5 2  D eviation
R hythm ically  D e n se
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
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Song Number
Music Key
12
B -
Sky Pilot
MELODY
a .
-10
o  (?) co r -t-  t- ro O CT) Oo o
D u r a t io n
Melody
F re q u e n c y  1 .3 5
M a g n itu d e  7 .3 9
C o n ju n c tn e s s  5 7 %
O rn a m e n ta tio n  6 .1 2
O verall M elodic S y n tax  2 .2 3
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F) + (G ) 1 I  M e a s u re s  
t (H) + (I) ] /  M e a su re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D) ] /  (E)
.9 0  F re q u e n c y  +■ .9 0  M a g n itu d e  + .7 9  D is ju n c tn e s s  + ,3 3  O rn a m e n ta tio n
3 5
£  2 5  O
RHYTHM
It!!!!!)
O  1 5
1 T W U W M M
<£> 'C3 & & <& S  S  ^  S  S  s«js S  S ' S  S  S  S  $  ^  ^
P o s i t i o n
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 1 .9 7 [ (J) + (K) ] /  M e a su re s
M a g n itu d e 1.91 t (L) + ( M ) ) /  M e a s u re s
D ensity 4 .0 9 N o tes  /  M e a s u re s
D eviation 1 .8 4 [ N X S q r t  (O ) ] /  M e a su re s
O verall R ythm ic  S yn tax 2 .3 2 .8 9  F re q u e n c y  + .8 9  M agn itu d e  + .5 3  D ensity  + .5 2  D eviation
R hy thm ically  D e n s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation
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s o n g  N u m b er 13 Ruby, Don't Take Your Love To Town
M u sic  Key C
MELODY
10
e
6
4
2
0
-2
1 5 9 13
i 
17 21 25 29 33 37 ^ - ^ T r i n u " i c o i c < £ > r ’» - r - - a > a > < n o i o > o o O " - ' -
D u r a t io n
M e l o d y F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 .6 8 ( (F)  + (G ) ] /  M e a s u re s
M a g n itu d e 3 0 2 [ (H ) + (1) ] / M e a s u re s
C o n ju n c tn e s s 7 8 % R e f e r  t o  P a g e  76
O rn a m e n ta tio n 1 9 9 [ N o te s  X S q R t (D ) ] / (E )
O verall M elodic S yn tax - 1 .6 3 .9 0  F re q u e n c y  + .9 0  M agn itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
RHYTHM
i W t  " i ?
n r  i ( vy m ______ f . n u v  n u  u  v _ ...l
N * O •v' 0? ?? & t? <£ fe' £ 4? sJ1 °P ^  s*S> ^  ^  ^  s<t> b^S $  ^
Position
R h y t h m F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 1 .0 9 [ (J )  + (K) ] /  M e a s u re s
M ag n itu d e 1 .9 8 [ (L) + (M) ] /  M e a su re s
D en sity 2 .0 2 N o te s  /  M e a s u re s
D eviation 8 .5 5 [ N X S q rt ( 0 ) )  /  M e a s u re s
O verall R ythm ic  S y n tax 2 .3 5 .8 9  F re q u e n c y  + 8 9  M a g n itu d e  + .5 3  D ensity  + .5 2  D eviation
R hy thm ically  S p a r s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation
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Song Number
Music Key
•cu
14
c
Give Peace a Chance
MELODY
18
16
14
12
10
8
6
4
2
0
fM It> ID <D
Duration
Melody
F re q u e n c y  0 .5 2
M a g n itu d e  3 .0 0
C o n ju n c tn e s s  8 0 %
O rn a m e n ta tio n  1 .3 8
O verall M elodic S y n tax  -1 .9 7
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F) + (G ) ] I  M e a s u re s  
[ (H ) + (I) ] /  M e a s u re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D ) ] /  (E )
.9 0  F re q u e n c y  + .9 0  M a g n itu d e  + .7 9  D is ju n c tn e s s  + .33  O rn a m e n ta tio n
3 5
C 2 5O
RHYTHM
0 5 2 1 2 1
4 t? ^  £ t?1 <DS fc' S? <<£ 4?> \s A1® A* <bN #  4?
Position
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 .2 6 [ (J )  + (K ) ] /  M e a s u re s
M a g n itu d e 0 .2 6 [ (L) + (M) ] /  M e a s u re s
D en s ity 6 .3 9 N o te s  /  M e a s u re s
D eviation 0 .0 0 [ N X S q r t  (O ) J /  M e a s u re s
O vera ll R y thm ic S yn tax -1 .0 3 .8 9  F re q u e n c y  + .8 9  M a g n itu d e  + .5 3  D en sity  + .5 2  D eviation
R hythm ically  D e n s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
I12S
Song Number
Music Key
15
c
Ball of Confusion
MELODY
O
CL
■*“ r j  m  in  to 
t* cn (*) v  in
oo CJ> O
tO  CD O
▼ - r j r n ^ r i n ^ D r ^ c o c T J O ^ - C M n v i n t D r ^ o o c D O ^ —
T - r q n ' C i r ) ( D r > - t E C D ^ - r j f r) ,«3’ t n ^ o r - ~ ( i 3 c o o r v i f » ,>
* T - > r - » - T - ^ - - ^ - ^ - » - T “ r M r s j o j f N r q c q r q r q r j f r> f n m
D u ra t io n
Melody F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 3 0 2 [ (F) + ( G )  ] /  M e a su re s
M a g n itu d e 1 4  6 3 [ (H) + (I) ] /  M e a s u re s
C o n ju n c tn e s s 6 2 % R e f e r  t o  P a g e  7 6
O rn a m e n ta tio n 2  3 9 [ N o te s  X S q R t (D ) l /  (E)
O verall M elodic S yn tax 5 6 0 9 0  F re q u e n c y  +  .9 0  M ag n itu d e  + 7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
RHYTHM
4
3 5  -
3  .
C  2 *> -1^
5 2 . .  . .2  1 
3
Q  1 5  .
\ .
0  5
0
pjf v jtf y j r i i f u m m i A i t f i i t f  u u m j u ^ u ^ u r L A i u f w u i r ^ ^  ¥ b l u u u u r i
.......................... ^
i O O - « 3 - c o n r - r ^ t D ' f - i n c 7 ) ,T c o r s j r ^ ^ — ^ o o m c r j r j r - r ' j t p o m o j T T C D c n r o h -  ▼ - T ' T - f \ 4 r M f o r o ^ T i ^ T i n i n u D i o r ~ - h - c o a o c D C f > o > 0 0 ' » - ' - ' ^ < N r N r ^ u T i n
Position
Rhythm F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
F re q u e n c y 0 .2 0 [ (J) + ( K ) ]  /  M e a s u re s
M a g n itu d e 0 .5 7 [ (L) + (M ) ] /  M e a s u re s
D ensity 9 .61 N o tes /  M e a s u re s
D eviation 2 .3 5 [ N X S q rt ( 0 )  ] /  M e a su re s
O verall R y thm ic  S y n tax 0 .4 3 .8 9  F re q u e n c y  + .8 9  M agrv tu d e  + .5 3  D en sity  + .52  D eviation
R hythm ically  D e n s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation
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Song Number
Music Key
j=u
16
F
War
MELODY
8
6
4
2
0
■2
-4
-6
Melody
F re q u e n c y  2 .5 2
M a g n itu d e  1 1 .4 8
C o n ju n c tn e s s  3 6 %
O rn a m e n ta tio n  3 .9 4
O verall M elodic S y n ta x  5 .1 5
D u ra t io n
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ (F) + (G ) ] /  M e a s u re s  
[ (H) + (I) ] /  M e a s u re s  
R e f e r  t o  P a g e  7 6  
[ N o te s  X S q R t (D) ] /  (E )
.9 0  F re q u e n c y  + 9 0  M a g n itu d e  + .7 9  D is ju n c tn e s s  + .3 3  O rn a m e n ta tio n
RHYTHM
3 5
£25
J U L  JUL/ J \ J u
* & ^  np & t? ^ostfiorf ^  ^  ^  ^  ^  ^  ^  ^  ^  ^  ^  ^s
Rhythm
F re q u e n c y  2 .2 4
M a g n itu d e  1 .5 2
D en s ity  5 .5 2
D eviation  0 .0 0
O verall R ythm ic S y n tax  2 .2 0
F o r m u l a e  ( L e t t e r s  r e f e r e n c e  c o l u m n s  i n  S o n g  T a b l e )
[ ( J )  + (K) ] /  M e a s u re s  
[ (L) + (M ) ] /  M e a s u re s  
N o te s  /  M e a s u re s  
[ N X S q rt (O ) ] /  M e a s u re s
8 9  F re q u e n c y  + 8 9  M ag n itu d e  + 5 3  D en s ity  + .5 2  D eviation
R hythm ically  D e n s e
Overall melodic syntax and overall rhythmic syntax formulae use standardized scores for frequency, magnitude,
conjunctness, ornamentation, density and deviation.
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